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PREFACE

I came to periodical literature "in volume" during my graduate
study five years ago.

Up to that time I had been led to believe that

magazine fiction was somehow less holy than "book" fiction and that the
factual reporting and criticism of general magazines was a spurious
endeavor.
1930’s.

About three years ago I came to Esquire magazine of the
It was immediately evident to me that Arnold Gingri..h, then

the editor of Esquire, not only published the Great Names of American
fiction but that he also brought to the magazine, through his stiff and
spiky standards, interesting and well-crafted articles.

There was

never any question in my mind of the seriousness of the essential con
tent of Esquire from it very beginning— even though it was the etiquette
book for men and also the most popular barbers!op magazine at that time.
However, the need to ascertain and evaluate Esquire!s place in American
literature seemed apparent enough.

It is this evaluation that I shall

attempt to make clear in this essay.
For information I have gone to the magazine itself, reading
every issue from Autumn 1933 through December 1941,~ but whenever I
thought it helpful or pertinent, my investigations went outside the mag
azine.

I. corresponded with many writers who were published in the

early issues of Esquire.

lEsquire Magazine.
1940 and 1941.

The answers that I received from them are

1933, 1934, 1935, 1936, 1937, 1938, 1939,

iv

collected in their entirety in Appendix A.

Besides asking writers

about some of their specific works, I usually asked for their opinions
about. Gingrich as an editor, about the nature of Esquire's literary
text, a d how much rbey were paid for their contributions.

The answers

to my queries were largely in agreement about the matters in question.
Also, Arnold Gingrich was kind enough to give me access to the general
correspondence files at the Chicago office of Esquire.

Some of that

correspondence is complete, some spotty, some non-existent— either lost
or in Mr.

lingrich's personal possession.

The micro-filmed correspon

dence gave me access to information that other researchers and scholars
in .America; literature have not used.

As a matter of fact, the archi

vist at the Chicago office, Geraldine Ressor, employed in that post
since 1948, told me that I was the only research person ever a'lowed to
read the Es juire correspondence file.
Sons of the people who responded and allowed me to quote them
and whose work mav not be readily familiar to students of literature
are Hanson Baldwin, Jack Conroy, Erskine Caldwell, Parke Cummings,
Peter DeVries, James Farrell; Herb Graffis, John Groth, Manuel Komroff,
Meyer Levi i, Stephen Longstreet, Irwin Shaw, Jesse Stuart, and Louis
Zara.
Tsis stud-' Is concerned with Esquire during a limited period of
its histcry, from its beginning in 1933 through 1941.

I chose .1941 as

a cut-of : date because Hemingway, Fitzgerald, and Dos Passos stopped
contributing to the magazine by 1940— Hemingway had a falling out xxdth
Gingricn, Fitzgerald died, and Dos Passos became disillusioned with
Esquir a; and with the coming of World War II, Esquire began appealing
v

to a different audience, mainly the GI, whose interests seemed to be in
pin-ups and second-rate western and detective fiction.
and because

ol

rial policy.

As a result,

certain business mistakes, there was a change in edito
By 194.1 Esquire was well into a second period of

development.
1 thank Professors Joseph F. S. Smeall, Ben Collins, Mary Ellen
Caldwell, and Robert Beecroft for advice in this project.
To Professor Robert W. Lewis 1 owe much,
to him for initiating me into canoeing.
when 1 needed him.

First, I am grateful

Second, he was always there

Thank you.

To my wife and children, who sacrificed much, I dedicate this
dissertation.
There are others whose indirect contributions aided me and must
be recognized:

my parents; Gordon; Bob, Ralph, and Dick; the Brocket

Rockets; Bonnie and Brian Palacek; Elizabeth and Richard Hampsten;
Playford Thorson; Mike LaLonde; Melba Younggren; Lorraine Ettl; Ray
Wheeler; Mary Jean Moseley; Bill Wilson; Barbara Bohrod; LaVonne Nelson;
The Rainbow Lodge; Ev Ballmann; John and Sylvia Hove; Harold Aleshire;
Mrs. McConnell; Vicki Guertin; Millie Halloa; and Roxanne Peters for
the drums, the singing, and the limbs.
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ABSTRACT

Although Esquire has been in publication for forty-one years,
few attempts at serious critical evaluation of its merit as a popular
culture magazine or its significance as a literary magazine have been
made.

Because it was a magazine which confronted the major political,

moral, and aesthetic issues of the 1930's and because it established a
new type of male entertainment magazine characterized by literary and
sexual sophistication, such serious critical evaluation is crucial to an
understanding of life and literature of the Great Depression.
For quantitative information I went to the magazine itself,
reading every issue from 1933 through 1941.

I corresponded with Arnold

Gingrich, the editor of Esquire, and with many writers who were pub
lished in early Esquire, getting their

.ews on the magazine and litera

ture during the 1930's; I read the entire microfilmed correspondence of
the magazine in the Esquire office in Chicago.

Geraldine Ressor, the

archivist in that office, informed me that I was the only person who had
ever read the Esquire correspondence cf the 1930's.
My analysis of the magazine includes a description and critical
assessment of its major genres:

articles; short stories; critical

reviews— movies, theatre, music, books, and popular culture; sports;
semi-fiction; personalities; and poetry, as wall as a consideration of
Arnold Gingrich as the editor and David Smart as the publisher.

x

My investigation of Esquire as a magazine of the Great Depres
sion led me to consider a variety of influences on Esquire and of
Esquire on the society:

the Spanish Civil War, the Catholic church,

the United States Post Office, the Eastern Magazine Establishment,
men's fashions, Hollywood, jazz, popular culture, t.»e HemingwayFit zgerald-Dos Passos era, sports, art, journalism, and literature.
It became clear that the phenomenon of Esquire could not be
understood in isolation from the personalities and interrelationships
of the people involved with its publication, and that its place in
American letters could not be ascertained without an understanding of
the culture of the time.

My dissertation attempts to be an elucidation

of these overlapping and sometimes contradictory factors.
This elucidation resulted in my conclusion that Esquire is
indeed significant as a unique social, psychological, and literary
event.

xi

CHAPTER I
INTRODUCTION
The Esquire Idea
At first glance, making a ''consumer" magazine the subject of a
literary study would seem to require explanation.

Esquire, The Magazine

for Men, from its pilot issue in 1933 to the present, has often been
classified as a consumer magazine by magazine critics, historians, and
the legion of people involved with the business of magazine production,^
Yet Esquire was an important and vital literary magazine of the Depression decade.

Despite its design that focused on masculine entertain

ment and on popular culture and in spite of critics who characterized it
as a "popular," "slick," "cheesecake," "smoking car," or "girlie" maga
zine, it published much literary material..

The common descriptions of

it are— in part or wholly— misleading, inaccurate, incomplete, or
captious.
One widely known radio eersonality of the 1930's and 1940's,
Raymon Gram Swing, notes that "The combination of Esquire's text and
pictures is as surprising as would be that of the mind of Madame Curie
and the body of Sally Rand."^ (Gingrich, 1940, p. 5.)

This comparison,

whether offered facetiously or not, captures something of the flavor of
the magazine.

And Henry F. Pringle, in a series of articles for

Scribner's Magazine, explaining in part why some magazines sold well
during the Depression, uses an analogous metaphor in assessing

1

2
Esquire's character:
If Thomas Mann or Ernest Hemingway or John Dos Passos were to
read aloud from his works at a burlesque show, the audience would
either have to listen or walk out. But the same unholy combination
of erudition and sex works out very well indeed in the issues of
Esquire, The Magazine for Men. For erudition, in a periodical, can
be ignored by the simple process of turning the pages until the
next racy picture has appeared.
It is never necessary to turn many
pages in Esquire. fPringle, March, 1938, p. 33.)^
But Pringle's assessment is misleading and incomplete.

It ignores the

fashions for men, the advertisements, the articles and the serious
graphics, and implies that the magazine's patrons gave up the "Madame
Curie" Esquire to savor only that of "Sally Rand."

It seems more prob

able that Esquire became the phenomenal publishing success of the
Depression because it offered a very acceptable combination of men's
fashions and etiquette with competent writing.
It is the singly "unholy" part, che pin-up Esquire, which usu
ally accounts for the general reputation and fame of the magazine:
Esquire, the precursor of Playboy.-*

True, much of the early Esquire1s

graphic work, in part like that of the present day Playboy,** consisted
of embellished bosoms and thighs:

the Petty Girl; the Varga Girl;

ribald full-page color cartoons by Gilbert Bundy, E. Simms Campbell,
Howard Baer, and others; and, Hurrell's umbrageous photos of sedate and
unruffled Hollywood stars.
And it was Esquire's sexy cartoons and occasional articles lam
pooning American morals and manners which frequently became the targets
of the self-appointed arbiters of middle-class gentility.

Found in

"The Sound and the Fury" of almost every issue were letters to the edi
tor attacking Esquire's challenge to the genteel taboos; and frequently
and with relish, Gingrich disallowed the narrow and puerile criticisms
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of those who could only see the burlesque, the Sally Rand Esquire:
Esquire's cartoons, beyond which most of the irate letterwriters seem never to have looked, are not meant to be its serious
side, but that does not mean that it lacks one. Esquire's cartoons
are simply the twinkle in its eye and the smile on its face. But
these are characteristics, unfortunately, that
ie Puritans have
always shown chronic inability to appreciate
Puritans for the
past two hundred years have been at odds v
i the age. It would be
news if they were not now at odds with
,uire. (Esquire, June,
1936, p. 5.)
It must be granted that Esqin
public image.

Both the publishe-

Gingrich, having clear eyes
knew that sex on slick r
success sold advert?

ag.

s "unholy" side dominated its

David Smart, and the editor, Arnold

r the realities of magazine publication,

er sold magazines, and in turn circulation
Gingrich always viewed the cartoons and the

Petty Girl as the "ingredients" primarily accounting for Esquire's ini
tial financi
that Ginp

success.

(Gingrich, 1971, pp. 97, 191.)^ But the fact

ch understood and accommodated a public appetite for male

entertainment does not mean that he ever considered this the only sign

Leant aspect of the magazine.
Esquire had to be a commercial success first.

But that it was

such a success in no manner negates its significance as a magazine pub
lishing serious literature at a time when many magazines, especially
literarv ones, were ceasing publication.^

Esquire, by its success,

went beyond the original intentions of its designers; in fact, they
could hardly have foreseen the importance it was to have in American
letters.

Some of the best writers in America and Europe appeared to

reflect the doctrines and tone of the Depression years.

For example,

in a single issue, Esquire contained the works of these important writ
ers :

Ernest Hemingway, e.e. cummings, Ford Madox Ford, Ezra Pound,

John Gunther, Alfred Kreymborg, Thomas Wolfe, Manuel Komroff, Conrad
Aiken, Oliver LaFarge, Gilbert Seldes, Burton Rascoe, Sigmund Spaeth,
and Meyer Levin, plus having a portfolio of paintings by Reginald
Marsh.

(Esquire, June, 1935.)

Attracting and publishing these first-

rate writers and critics engaged most of Gingrich’s time.
No one has yet put enough time and effort into explaining
Esquire's complex contribution to American letters.

An introduction to

The Bedside "Esquire" calls attention to the magazine's complexities:
Sunny side up, Esquire is just a picture book, wherein the
Petty girl's is the face that launched a thousand quips. There’s
your darling of the dormitories and belle of the barber shops.
How that one gets around.
But it has another side.
Out of Esky’s other rib as it were, comes this Lilith, that
first wife of Adam, forgotten in the fame of Eve.
This is the solid side. One might call it, for contrast, the
serious side, except for the hazard that "serious" might carry
such unwarranted connotations as "sober" and "solemn."
The point is not to be labored unduly, and yet it should be
made, to justify and clarify the extreme diversity and apparent
disparity of this book's contents.
(Gingrich, 1940, p. 6.)
Of the many histories of American magazines, none evaluates
Esquire by taking into consideration its solid side.

Roland E.

Wolseley in Understanding Magazines devotes a toLal of four misleading
sentences to Esquire, labeling it one of those "sophisticated sexappeal magazines which achieved high popularity in the 1940's. . . .
Its formula in the 1930's was much like that of the present Playboy."
(Wolseley, 1969, p. 290.)^ James Playsted Wood's two books, Magazines
in the United States (3rd ed., 1971) and Magazines in the United
States:

Their Social and Economic Influence (1954)^have not a single

reference to Esquire.

Theodore Peterson's Magazines in the Twentieth

Century gives some five pages to Esquire-Coronet, Inc. , publications.
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Peterson's generalizations that Gingrich was a "shrewd" buyer, that
Esquire "cared little for the fonnu'a writing of some of the largecirculation slicks" and "showed a measure of literary distinction,"
that Esquire demonstrated "the magnetic power of pictures," and that
probably never before had an American magazine been so heavily laden
with art work" (Peterson, 1956, pp. 260-65)^are true, but his estimate
is incomplete nonetheless.
Even Arnold Gingrich’s own account of Esquire is marred by
incompleteness, biases, and selectivities.

Of his Nothing but People:

The Early Days at "Esquire," A Personal History 1928-1958 (1971)
Gingrich says:
I tried to recall . . . some of the memorable events and characters
of this magazine's first twenty-five years, and did so in the free
hand manner cf a personal history. . . . My narrative was written
"by ear," so to speak, unburdened by notes and unhampered by
research.
(Esquire, October, 1972, p. 6.)
Even without this admission, it would be manifestly clear to anyone
that Nothing but People is not an adequate study of the literary side
of the magazine.

The conversational first person narrative, laced with

anecdotes of Hemingway, Fitzgerald, and the rest, slides over the real
contributions of the magazine to the culture and mores of its time.
What becomes oDvious upon a close reading of early Esquire and
a study of American culture during the 1930's is this:

several concur

rently existing conditions apparently accounted for Esquire's success.
While it is impossible to estimate accurately the relative weight of
each condition, Esquire probably would not have succeeded had it not
been for a combination of the following:

certain economic and social

conditions consequent to the Great Depression; the nature of other
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general magazines of the 1920's and 1930's; changing sexual mores sig
naled in part by women's fashions and Hollywood; the demand for visual
arts in the Depression generation; and, the alignment of moneyed, exper
ienced and shrewd publishers— David Smart, particularly, and William
Wsxntraub— with an editor, Arnold Gingrich, whose insight and person
ality fostered and secured literary excellence for a consumer magazine.
Statistical evidence from stock prices, bank debits, unemploy
ment figures, wholesale price indexes, and so forth, show that the last
months of 1932 and the first months of 1933 were the bleakest of the
entire Depression decade; however, the severity of the Depression var
ied throughout the country during the entire 1930's.

Saul Maloff suc

cinctly sets out one impact of the Depression experience:
Sixteen million unemployed, Hunger marchers and the 3onus army and
the Flint sit-ins. Breadlines and soup kitchens. Bindle stiffs
and hobo jungles. Millions on the dole, A permanent vagabondage
of the landless and the dispossessed dust bowl fanners in search of
a crop, a tenancy, a bit of ground, a season's work. The cities
gray and stricken. The harrowing fearfulness of those who were
employed. Hoovervilles and wholesale evictions. Worst of all,
almost, the sense of imminent catastrophe, not among those to whom
it had already happened, but among those who might be next. Across
the country, in the bleakest of days, there was the sense of the
awful unendxngness of despair, of failure, of fatigue. Prosperity
was just around the corner, but the corner receded infinitely.
Things had ceased to function; the sources of malfunction were in
the nature of things, and they were iri'emediable.
(Maloff, 1969,
p. 111.)12
Evjn the titles of books about the Depression reveal something of the
itKod it inspired:

The Lean Years, The Angry Decade, The Great Depres

sion, A Nation in Torment, The Invisible Scar, Hard Times, Depression
decade, The Aspirin Age, The Tempering Years, Years of Protest, and The
Anxious Years.

Nevertheless, there were some who could still afford

luxuries and many who could remember having had them.

For these a

7
small luxury like Esquire seemed reasonable.

The publisher David Smart

and the editor Arnold Gingrich knew they had, at the very beginning, a
non-literary audience who could and would buy Esquire; that is, the
IQ
retailing of Esquire never depended on the jobless.

Its primary read

ers were middle and upper class readers looking back or forward to a
more lavish life, untouched by the Depression.

Esquire was "Recovery,"

a dream in the eye of "Depression."
It is a convenient oversimplification to hold the Hoover Admin
istration accountable for the state of the nation then, and that the
Roosevelt Administration with its New Deal policies and programs put
the body politic and economic on the road to recovery.

Surely the New

Deal was not a panacea for all the misery and disorder permeating
Depression America; and arguments which challenge the efficacy of the
New Deal are many.

However, it must be admitted that the Roosevelt

Presidency inspired and infused the country with a spirit of hope and
recovery, symbolized by the First Hundred Days.^
times that Esquire was being formed.

It was during these

Indeed, Esquire was to become a

symbol, like Sally Rand and beer, of the experimenting, fermenting, and
changing American Depression scene.
In 193^ Franklin Delano Roosevelt was inaugurated as the 32nd
President of the United States; the Volstead Act was repealed; the Blue
Eagle became a symbol, ill-fated to be sure, of Recovery; Adolph Hitler
became leader of Nazi Germany; Comrade Stalin cal led an end to Russia’s
first Five-Year Plan; Max Baer defeated Max Schmeling for the world
heavyweight title; some thought it the year of the 1900th Passion of
Jesus Christ; at the New York Auto Show a Cadillac V-16 sold for $6,250,
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a HupmnMle 8 for $i,195, and a Chrevolet 6 for $485; Erskine Cald
well’s Go-J1 Little Acre, Ezra Pound’s A Draft of XXX Cantos, Hervey
Allen's Anthony Adverse, Gertrude Stein's The Autobiography of Alice B.
Toklas, Ernest Hemingway's Winner Take Nothing, and James Joyce's
Ulysses all appeared (Time Capsule 1933, 1967. ) ~*and in October 1933,
Esquire, A Quarterly for Men, appeared on a few newsstands and on many
sales counters of men's clothing stores.^
It was a controlled experiment in unsettled times, defying the
rules and traditions of magazine trade:

it sold for an unusually high

fifty cents; appealed to a restricted audience; sold only full page ads;
and stressed leisure as its general theme. ^

It exuded a carnival

atmosphere compared to the funeral gloom of such magazines as The Satur
day Evening Post, Reader's Digest, McCall's, American Magazine, and
Woman's Home Companion.

In part, at least, it became a way by which

some people could escape the grimness of the times.

It was efferves

cent, flamboyant, and flashy, and so it continued.
Gingrich continually referred to Esquire as a magazine with a
"broad grin."

He was interested in showmanship, literary and graphic.

The texture of Esquire came from such displays as flashy cars, sporty
clothes, fishing tackle, expensive bourbons and scotches, and other
objects of bawdy brio— all combined with a brash and spirited text.
magazine of such texture then existed.

No

Light in tone, frequently flip

pant, Esquire's therapeutic value lay In the fact that it allowed its
readers to day-dream and to kill time.

Esquire, like "Benny Goodman's

swing jazz; the adventures of John Dillinger; the exploits of Joe Louis
or Joe DiMaggio; the cinematic world of Jean Harlow, Mae West, the Marx
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Brothers, and on the radio Amos 'n Andy or the Lone Ranger" (Aaron,
1966, p. 494)^Became an expression of a certain kind of taste, a middle
class exclusiveness, and fashion consciousness.

The name "Esquire" was

Copyrighted so that others could not take commercial advantage of the
life style that the Esquire audience associated with the magazine
itself.

(Gingrich, 1971, p. xii.)
The Esquire audience was often accused of pseudo-sophistication,

errant irresponsibility, and intellectual shallowness.

Letters to Ging

rich, appearing in "The Sound and the Fury," called the magazine "a
dumb platinum blonde swathed in a luxurious Paris creation" (September,
1934, p. 13); "bilge-dipped muck" (May, 1936, p. 8); "a mess of drivel
and fluff" (December, 1935, p. 8); a magazine for "pornographic morons,
lounge lizards, [and] male dolls who think themselves sophisticated"
(August, 1936, p. 8).

Esky, the magazine's symbol, was called an

"expressionless, goggle-eyed idiot [who] suggests too aptly the imbe
cilities inside" (March, 1935, p. 8) the magazine.

These comments were,

of course, directed at the ephemeral articles on sex, alcohol, sports,
adventure, and fashion.

Although Esquire was accused of being banal,

dull, or smug, it was more frequently praised as being daring, manly,
experimental and a proponent of modernity.

The praise seems to be,

from the present perspective, a truer statement.
Esquire was never loaded with philosophical or intellectual
articles; few readers would have looked to it, an entertainment maga
zine, for guidance in forming opinions about politics, economics, lit-ind the arts.

But the etiquette and the life-style that Ging

rich and Smart described and prescribed was one of largemindedness, a
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v^Lew not found in any other general magazine at that time.

In compari

son with the dull and conservative general magazines of the Depression,
Smart and Gingrich gave American men and women a new manner of magazine,
full of vivacity and zest; and, as history has revealed, the times and
the readership were right for such an "unorthodox" magazine.

In a word,

Esquire succeeded because it was the only one of its kind, new in tex
ture and liberal in tone.19
Unlike most of the general monthly and weekly magazines, which
were controlled by the powerful lobby of the National Association of
Manufacturers and presented their genteel and traditionally prudish man
ner, Esquire was an independent, maverick magazine.

George Seldes, in a

critique of the large circulation magazines of the 1930's, argues their
anti-liberal and reactionary tendencies.20

The Seldes' list of reac

tionary weeklies includes Life, Saturday Evening Post, Collier's, Look,
Time, Liberty, and Newsweek, and the monthlies Ladies' Home Journal,
Woman's Home Companion, McCall's, Good Housekeeping, American, Cosmo
politan , and Redbook. At the time Gingrich devoted editorial after edi
torial to exposing the dictatorial minds in Europe, the Nazis were
using articles from Reader's Digest for their "anti-Semitic, anti-Negro,
anti-labor, [and] anti-Roosevelt" propaganda, and while Henry Luce was
planting interviews with Hitler, Mussolini, Franco, and Salazar in Life,
as Seldes argues, Smart and Gingrich published known liberals like John
Steinbeck, John Dos Passos, Erskine Caldwell, and e.e. cummings.

It

occasionally published stories of proletarian bent; its art director's,
'

t-nrv’

simply:

rotal biographical note in "Backstage with Esquire" was,

"a Communist"; time and again Esquire published features on
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Russia and the Russian Revolution; it denounced all European dictators
in its editorials; Langston Hughes and E. Campbell Simms, both black
artists, had a welcome home at Esquire.

Further, on its political side,

Esquire shared ideas with such liberal magazines as the New Republic,
The Nation, Common Sense, and Social Frontier, all magazines which
either supported the New Deal or were indeed to the left of it.

(Pells,

2i
1972, pp. 395-97.)

And here it must be remembered that Smart in 1938,

brought out Ken, his liberal version of Time and Fortune.

In a word,

Esquire was never the well-bred businessman's magazine, but it had an
editorial point of view marked by intelligence and humanitarianism.
Through its literary features and graphics, Esquire reflected a
current fashion for the leisured reader in sexual etiquette and dress.
The fashions of the 1920's were being replaced by those of the 1930's.
The flat chested flapper and speak-easy customs were out and cocktail
hours were in:
The ideal girl [of 1935] was Ginger Rogers, and this brought
about the flat tummy, a slim young waist, and the realization of
the corset maker's dream. Miss Rogers' slim lines and her glamor
ous costumes of the day influenced the production of corsets and
allied garments to the tune of 67 million dollars. And "slimming"
of women forced closer-fitting and scantier undergarments.
(Congdon, 1962, p. 3 9 5 . ) ^
But it is impossible to prove that Esquire helped establish such fash
ions or that it simply reflected fashions already established by other
media, especially the movies.^
Esquire, one critic said:

Speaking of the illustrations in

"Probably never before had an American maga

zine been so heavily laden with art."

(Wolseley, 1969, p. 262.)

And

Gingrich says the illustrations were to "translate into pictorial
general mood and tone."

However, Gingrich is arguing, after the fact,
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for his own conscious good taste and originality.

In order to put down

other magazines and put up Esquire, he says:
We inveighed against the then prevalent practice of slick-paper
magazines of beginning stories on double-page spreads with fully
eighty percent of the area pre-empted by a big illustration, cap
tioned by a catch-line taken from a high spot of the text. It
seemed to us then (and still does) that such illustrative treatment
is an affront to the reader's intelligence. . . . (Gingrich, 1953,
p. 351.)24
Again, Esquire was committed to an ethic of leisure.

The maga

zine, which catered to such varied hobbies, interests, tastes, moods,
and points of view, was edited for those who were interested in living
well.

It allowed men to shop around in the advertised products in the
mm
ease of their living room chairs. There they could shop for the com
forts and trappings of a well-to-do leisure:

Packard, Lekro-Shavers,

Jantzen Underwear, Hart Schaffner and Marx suits, Hickory jewelry, and
• , ')
expensive liquors. Esquire served an etiquette of leisure, advising
readers, for example, when to wear reverse calf shoes, foulard silk
scarves, light-weight wool crew neck singlets with half sleeves, Bimini
blue dinghy suits, India Madras bowties, coconut straw hats, and so
forth, offering thus a kind of leisurely browsing and vicarious luxury.
But Esquire offered as well features for readers.
For another ramification of the Depression was the use of lei
sure for reading.

The public library became known as a "poor man's

club" where the needy and humiliated could browse and drowse.
Moreover, the 1930's saw the flowering of a graphic culture;
the picture magazine, the Hollywood film, the newsreel, comic strips,
all mechanisms for "diversion, entertains nt, nr 1 escape,"

.In

some minds a means of "pacification for people too tired to read or
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think or act."

(Pells, 1972, pp. 263-69.)

The tabloid newspaper,

loaded with pictures, grew in circulation because of this need.

David

Smart through Esquire Features, Inc., syndicated for newspapers, fash
ion features, cartoons, and even a serialized historical scrapbook,
among other features.

One critic observed of such visually oriented

features in tabloid newspapers:

"Explicit proof of the visual minded-

ness and (according to some) the immaturity of the mass mind lay in the
doubling between 1930 and 1940 of the newspaper space given to comics
and pictures."

(Wecter, 1948, p. 246.)

Yet Esquire's appeal was also

quite largely to the visual-mindedness of its audience.
About half of every Esquire issue was made up of easy visual
features.

Reproductions of photographs, paintings, drawings, litho

graphs, monotypes, and other art work emphasized the pictorial nature
of the magazine.

The air-brushmgs of the Petty Girl, the Varga Girl

paintings, full-page color cartoons on almost every other page (car
toons which Gingrich thought, with justification, were equally classi
fiable as art or humor), and the Hurrell photographs of Carole Lombard,
Dorothy Lamour, Ginger Rogers and Heddy Lamar, among others, composed
the lighter side of the visual Esquire.

On the other hand, art work of

a serious and professional nature, on varied themes and subjects, also
appeared by such painters as John Groth, Rockwell Kent, Eric Lundgren,
Howard Baer, Frederic A. Birmingham, E. Campbell Simms, Emil Gansa, and
Reginald Marsh.
In its first issue an article by Nicholas Butler Murray, then
president of Columbia University, advanced the doctrine that work and
leisure were one and the same in the good life.

A- 1

first
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promotional book for Esquire, entitled The Art of Living and the New
Leisure, Gingrich attempted to convince prospective advertisers that
leisure and Esquire were synonomous with the democratic ideal:
The new deal has given leisure a new economic significance, and the
five-day week has become not merely every man's right but virtually
every man's duty.
More time to read, more time to indulge in hobbies, to play, to
get out of town— more time, in short, to thinking of Living as an
art, as well as a business.
Men have had leisure thrust upon them. Nov; they’ve got it, they
must spend it somehow. Many of them— perhaps even the majority—
haven't the faintest idea how to go about it.
What more opportune occasion for the appearance of a new maga
zine— a new kind of magazine— one that will answer the question of
What to do? What to eat, what to drink, what to wear, how to play,
what tc read— in short a magazine dedicated to the improvement of
the new leisure.
That magazine is Esquire. It is, as the name implies, a maga
zine for men. To analyze its name more closely, Esquire means, in
the encyclopedia and dictionary sense, that class just below knight
hood— the cream of that great middle class between the nobility and
the peasantry.
In a market sense, however, Esquire means simply
Mister— the. man of the middle class. Once it was the fashion to
call him Babbitt, and to think of him as a wheelhorse with no inter
est? outside the business. That's very outmoded thinking, however.
For today, he represents the New Leisure Class.
(Gingrich, 1971,
pp. 102-03.)
Who was the Gingrichean reader?
he read?

How much money did he make?

What did he value?

What did

On the one hand, the portrait of

the Esquire reader which emerges from one of the magazine's own ques
tionnaires is that of a person relatively secure financially, an edu
cated and semi-sophisticated urbanite whose disposition to leisure is a
marked characteristic; this picture may be a mythic Esquire reader pro
posed by the magazine rather than the real reader:
If you're the average reader of Esquire, here's what you are.
You're a married man, thirty-six years old. You'll be thirty-seven
on the twenty-first of September. You look at your copy of this
magazine on an average of four or five times a month, and ten other
people look through it during the month. You play bridge, go to
night clubs, and you may enjoy dancing. At any rate, vou dance.
You wear your tailcoat once a month, and your dinner jacket half
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again a.^ oft-an, You belong to a country club. You left college In
your Junior year.
But you own your own home, which is more than
Che average college graduate can say at your age. You buy 1.42
books each month. On purchases that run over a hundred dollars,
you and your wife have the habit of talking it over together before
deciding. You are three times more frequent a violator of this
rule than she is. Since the bank holiday you've both been a little
more impulsive about parting with your hard-earned money for pur
poses of comfort and the enjoyment of living than you ever were
before. Your favorite spectator sport is football, while your
favorite active sport is golf, with tennis a fairly close second.
You'd rather go to the theatre than the movies, and you'd rather do
either than dance. Your favorite authors are Sinclair Lewis and
Ernest Hemingway, practically in a dead heat for first place in
your literary rankings. The author for whose work you seem to care
least is Ben Ames Williams. Your favorite actress is Helen Hayes,
although you like Katherine Cornell so well that it's hard for you
to decide between them. Your favorite actor is Leslie Howard. As
for the screen you can't seem to see anybody but Charles Laughton
among the men and Myrna Loy among the women. When it comes to
radio entertainers, you rank Jack Benny off by himself, and the
only trouble you have is deciding whether Woollcott annoys you more
than Burns and Allen.
It's even money that you won't read this, as
your feeling about this space seems to be that you can take it or
leave it alone, and you skip it just about as often as you read it.
That's too bad, because for this once, at least, we'd enjoy having
you look yourself over in this mirror of your own manufacture.
(Esquire, September, 1936, p. 5.)
On the other hand, the portrait that emerges from an article in Scrib
ner's by Pringle is one of a rather less attractive person:
He is a very shaky bet to endow any universities, or to leave monu
ments behind him in the shape of any such good and lasting works.
He drinks too much.
He drives too fast. And he swears upon no
provocation at all. As his pal, we [the Esquire management] will
stoutly maintain that his interest in sex is healthy, but we cannot
deny that it is lively. And he hasn't been to church since the
last time he ushered at a wedding. And try as we may, we have yet
to find a subject which he considers sacred. And he's a sailor
with his money-— he sails for every new thing that comes into his
ken and, more often than not, for no good reason.
He's rather inclined to be vain and self-indulgent— apt to be a
trifle over eager to be first with new things, from cocktail reci
pes to clothes to cars.
(Pringle, 1938, p. 88.)
In the judgment of Henry Pringle, the Esquire man "cares not a whit for
better wages for the masses, better working conditions, or shorter
What he likes is the Old Leisure of 1529— and what he stands for
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is more mistresses and more champagne."

(Pringle, 1938, p. 88.)

now

much of this Esquire reader's image was fact and how much was adver
tising fiction is uncertain, but the tone indicates that he was not
part of the economically collapsed middle class nor was he a part of
the high-brow intellectual set.

He was anyone who read the magazine,

and again this actual reader should be distinguished from the mythic
type presented by the magazine.

The Esquire reader's incomes, when

compared to the average consumer's during the Depression, are high, ten
percent of the Esquire market earning over five thousand dollars and
eighty percent ranging from two to five thousand dollars and up.

25

This readership could easily afford a fifty-cent magazine.
Because Esquire presented such a variety of content, it does
not lend itself to easy classification.

A familiar classification

labels magazines as "class" or as "mass" magazines, implying that peo
ple buy magazines according to mass or class.

The primary buyers and

readers of Esquire were from the general population.

In the 1930's

when many general magazines like The Saturday Evening Post, Collier's,
Liberty, Life, and Look sold for five or ten cents a copy, Esquire's
price, at fifty cents a copy, might seem to place it in the "class"
market.

Yet Gingrich insisted that the magazine was edited for a large

classless readership.

Classification, then, depends upon one's point

of view, though it could be argued that it was a class magazine for the
masses.

Whatever its classification, it certainly was a successful

magazine.

26

And because Esquire was the first successful magazine of its
kind, it later had its imitators in Sir, Mr. , Ringmaster, and Playboy,
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all of -which emphasized the cheesecake aspect of Esquire.

True, there

were other earlier humor magazines such as the three satirical weeklies
Judge, Puck, and the old Life.

In addition there were three pulp maga

zines, each ceasing to exist by 1940, of crude, earthy humor and bur
lesque:

Hooey, Whiz Bang, and Ballyhoo. ^

The two magazines which

could most nearly be compared to the early Esquire in humor and liter
ary features were The New Yorker and Vanity Fair, which was absorbed by
Vogue in 1935 and which was used in part as a model for Esquire.28
To assess Esquire as a literary magazine, I have used three
criteria:

(1) the number of major American writers that it published

with regularity; (2) the number of articles and criticisms which still
have significance after the passing of time— here forty years; and (3)
the number and quality of the new talents who were sought out and
encouraged to write for it.

But no easy formula exists by which one

can assess a magazine's contribution to its time.

A general statement

that any magazine will in some way reflect its time, yet also in part
29
create its time, is rather trivial. ' The task of critically understand
ing Esquire's literary achievement becomes a problem of understanding
its balance of parts:

as between cartoons and fictions and reviews and

satires and advertisements and articles.
Esquire revealed itself as a literary magazine in many ways.
It regularly published top-rate fiction; it ran controversial articles
on culture of its time, which other general magazines, because of their
editorial policies and practices would not publish; it encouraged new
talent through its "Discovery of the Month" fiction series; and through
pointed, lively, and caustic reviews of books, movies, plays and works
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in the other arts, it gave its readers fresh conceptions of what art
might mean and do.
Esquire was large in format and was printed on high gloss paper.
A typical issue contained two hundred-fifty pages, about half text,
half graphics.

About two-thirds of the graphics were of advertisements.

Of the pictorial items, more than half were in color.

The magazine

measured 25.5 by 35.5 millimeters.
The top half of the title page contained the masthead and the
table of contents and the bottom half the Esquire editorial, which usu
ally averaged a thousand words.
Esquire, The Magazine for Men.

At the top of the page the title read:
At the left of the masthead appeared

Arnold Gingrich’s name as editor and at the right the names of the pub
lishers, David A. Smart and Wm. H. Weintraub.

(See Appendix E for

photocopies of a typical cover, title page. Petty cartoon, page of text,
page of advertisement and other pages.)

Gingrich, because of his iden

tification of the magazine with the great middle-class and the new lei
sure. man, convinced the publisher that "Esquire" should be the title of
their new magazine.

Among other titles suggested were Town and Campus,

Field and Campus, and Forge and Stream.

(Gingrich, 1971, p. 101.)

The

cover of the first issue had on it a fishing scene from a northern lake.
Men were unloading their fishing gear from a pontoon plane and putting
it into their fishing boat.

Dos Passos made this comment to Gingrich

on the first issue:
You certainly have a dish for every taste— from College Humor to
the Transatlantic Review. Seemed to me damn hurriedly gotten up—
was it intentional having that cover from Field and Stream?
(Letter. Dos Passos to Gingrich, November 1933.)^
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On the cover of the second issue, Gingrich inaugurated Esquire's
symbol,

Esky.

The sculptured figure was to appear regularly on the

cover o f each issue.

Originally modeled by E. Simms Campbell, Sam Ber

man transformed the pop-eyed, white mustached and leering middle-aged
dandy into a puppet-like figure.

This puppet was then photographed to

give it a three dimensional appearance for the cover.

Although Esky is

the centra1 symbol of Esquire, the Varga and Petty Girls rank close
seconds.31
The table of contents usually carried nine major divisions:
Articles, Departments, Fiction, Satire, Personalities, Pictorial Fea
tures, Poetry, Sports, and Trends in Dress.
Under "Departments," Gingrich ran the letters to the editor:
"Correspondence:

The Sound and the Fury"; "Contributors:

Backstage

with Esquire," brief biographical sketches, notes, Gingrich gossip, and
photographs of Esquire contributors; "The Lively Arts," a regular fea
ture by Gilbert Seldes, commenting on American popular culture; "Potabies," Murdock Pemberto.-’s survey of drinks, drinking habits and cus
toms, favorite watering holes and the like; "Theatre," drama reviews by
John A. Weaver and later George Jean Nathan; "Technical Fashions," a
potpourri reviewing yearly car models, designs of speed boats, bachelor
apartments, and so forth; "Movies:
Levin: "Books:

The Candid Camerman," by Meyer

Esquire’s Five-Minute Shelf," book reviews by Burton

Rascoe and later by William Lyon Phelps; and, "Music," giving comments
on a variety of records and performers.

"Satire" regularly featured

four or five times; "Personalities" usually two biographical pieces on
contemporary men in the arts, sciences, government, and society.
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"(Pictorial Features" gave credits to the cover designer, photographs,
and portfolios of art work.

"Semi-fiction" averaged one or two fea

tures and "Poetry" one, if any.

"Sports" features numbered four to six

per issue, and the "Trends in Dress" credited those who sketched the
"New Clothes and Accessories."
A typical issue ran forty to forty-five major features, of
which there were usually ten articles and ten short stories.
The generic approach seems to be the most manageable way of
ordering things.

Gingrich evidently followed no regular criteria in

categorizing the material submitted by writers.

Several items of the

same kind by John Dos Passos, for example, which all eventually became
chapters or parts of chapters in The Big Money, appeared in Esquire as
"articles," "semi-fiction," "personalities," and "fiction."

The works

of Theodore Dreiser, Arthur Davidson Ficke, Hanson Baldwin, and others,
appear to have been subjected of the same inexact categorizations, in
spite of written protests of the editor.

Nevertheless, at the begin

ning of each chapter, I attempt to define what Gingrich intended by
such genre designations as "Articles," "Semi-fiction," "Reviews," and
so forth.

These categorizations seem to result from Gingrich’s efforts

to maintain such genre categories from issue to issue as guides to the
readership, and to give a sense of a rich, variegated offering to every
issue.
The Esquire art directors. John Groth (who was later to become
friends with Hemingway in Paris during World War II) and Eric Lundgren
provided drawings for the features.
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In sum, Esquire was a popular, widely read magazine of the
1930's.

however.

The reason for its popularity has been misplaced by time,
A l l current discussions of the magazine fail to assess its

literary significance during the 1930's and stress, disproportionately,
the " g i r l i e " part o f

the magazine.

Esquire made significant contribu

tions t o American culture and American letters at a time when it was
merely considered by many as a fashion magazine for the upper middle
class.

FOOTNOTES FOR CHAPTER T

^Before Esquire was named, the publishers and founding editor
Arnold Gingrich always referred to it as their "consumer" magazine to
distinguish it from their strictly advertising papers. Arnold Gingrich,
Nothing but People (New York: Crown Publishers, Inc., 1971), p. 82.
Roland E. Wolseley categorizes Esquire as a "consumer" magazine, more
Specifically a "sophisticated" consumer magazine for men. Wolseley's
definition of "consumer" in part fits Esquire of the 1930's:
Consumer magazines can be defined . . . as those that have
broad appeal and are aimed at the whole people, as distinguished
from specialized maga.lines, which deliberately are produced for a
group whose chief interests are those of the majority. Among the
consumer magazines ar ^ the general periodicals and the . . . appar
ently specialised publications of wide appeal, such as the women’s,
men's, pictur
news, digest, fan, cheesecake, comic, and confes
sions magazin . With exceptions, these are consumer or mass maga
zines in two senses: they appeal to what constitutes the masses
and they have mass circulations.
Roland E. Wolseley, Understanding Magazines (2nd ed.; Ames, Iowa:
Iowa State University Press, 1969), p. 252.

The

In this essay I apply Frank Luther Mott's broad definition of a
"magazine" to describe Esquire as a "bound pamphlet issued more or less
regularly and containing a variety of reading matter[;] . . . it [also]
has a strong connotation of entertainment." Frank Luther Mott, A His
tory of American Magazines 1741-1850, 5 vols.
(New York: D. Appleton
and Company, 1930-1968), I, 7.
2
I use the phrase "Depression decade" loosely to mean the time
covered by my study, 1933-1941. Names given to decades rarely fall
neatly into ten year time spans anyway. For example, The Roaring 20's:
1919-1929; The Great Depression:
1929-1941; and the Placid 50's:
1952-1960.
^Madame Curie, of course, is famous for her discovery of radium,
for being the first person to win two Nobel Prizes, and for being the
first woman to teqch at the Sorbonne.
In contrast, the fan dance and,
later, the balloon dance established Sally Rand's fame as an ecdysiast
at the Century of Progress Exposition during Chicago's World Fair of
1933— the same year Esquire bared itself to the public. Arnold Ging
r i c h , ed., The Bedside "Esquire" (New York:
Tudor Publishing Company,
1.940) , p. 5.
22
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^Henry F. Pringle, "Sex Esq.," Scribner's Magazine, March 1938,
p. 33.
5Esquire, however, never attempted to formulate a philosophy
for its readers as did Playboy. Esquire's idea of masculinity viewed
today seems no more than a simple and mild he-manism which when com
pared to Hugh Hefner's "Playboy Philosophy" pales before the latter's
synthetic and vulgar carnality. The kind of cartoon sex which Esquire
retailed to its readers was primarily salty slapstick humor.
^See the Jack Conroy letter for a related comment.

Appendix A.

^Arnold Gingrich, Nothing but People: The Early Days at
"Esquire," A Personal History 1928-1958 (New York:
Crown Publishers,
Inc., 1971).
O
For evidence that many American magazines, general and lit
erary, did go out of business during the Depression, see Theodore Peter
son’s Magazines in the Twentieth Century, pp. 130-165 (Urfaana: The Uni
versity of Illinois Press); Frederick J. Hoffman, Charles Allen, and
Carolyn F. Ulrich, The Little Magazine: A History and a Bibliography
(Princeton: Princeton University Press, 1947), pp. 290-301 and Walter
Dixon Anderson, "A Study of the Causes of Failure of Prominent Periodi
cals, 1926-1956" (unpublished Master's thesis, University of Georgia,
1958), pp. 210-215.
^Roland E. Wolseley, Understanding Magazines (Ames, Iowa:
Iowa State University Press, 1969).

The

James Piayscea wood, Magazines in the United States, 3rd ed.
(New York: Roland Press, 1971).
^Theodore Peterson, Magazines of the Twentieth Century (Urbana:
University of Illinois Press, 1956).
^ S a u l Maloff, "The Mythic Thirties," Texas Quarterly, 21
(Winter 1968), 111.
■^Helene Richards, private interview held at the Esquire Build
ing, 24 East Lake Street, Chicago, June 4, 1972. Miss Richards, Arnold
Gingrich's secretary, was a party to the preliminary plans of Esquire.
The magazine, according to Miss Richards, existed above the breadlines
of Chicago.
1L

Exhaustive and balanced bibliographies of American history
during the 1930's are found in Broadus Mitchell, Depression Decade:
From New Era Through New Deal, 1929-1941 (New York: Harper and Row,
Publishers, 1947) and William E. Leuchtenburg, Franklin D. Roosevelt
and the New Deal, 1932-1940 (New York: Harper and Row, Publishers,
1963).
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•^Ilme Capsule 1933 (New York:

Time Incorporated, 1967).

^Esquire, of course, became one of the guides for fashionable
men's dress in the 1930's. For an interesting picture of what the
"other" middle class American fashions for men were at this time, see
chapters "Clothes Make the Man" and "Gent's Furnishings" in David L.
Cohn's The Good Old Days: A History of American Morals and Manners as
Seen Through the Sears, Roebuck Catalogs 1905 to the Present, 1940, pp.
461-482. This book also has a provocative and visceral Foreword by
Sinclair Lewis.
1^One of the results of the Depression in the business commu
nity was the establishment of the five-day, forty-hour week, affecting
Leisure time and the whole routine of life. Patterns of "Escape"
appeared in all sports, card games, movies, and all other recreational
activities whose themes avoided the grim realities of the Depression.
Escape was also found in increased reading, and as a consequence Esquire
became part of the escape mechanism of Depression America.
(Dixon
Wecter, The Age of the Great Depression 1929-1941 (New York: The Mac
Millan Company, 1948, pp. 219-243.
^Daniel Aaron, "The Thirties--Now and Then," American Scholar,
35 (Slimmer 1966), p. 494.
-^Esquire, as one of those few magazines that grew in the Depres
sion, benefited along with the ocher growth magazines from those factors
that accounted most for the success in the magazine market: "The in
crease in population, the redistribution of purchasing power; the
advances in education; and the increase in leisure time." (Peterson,
1956, P . 50.)
90

uHere I use Seldes as the sole authority; there is, however,
ample evidence in any objective study of magazines of this era that most
general American magazines in the Depression were reactionary,
^Richard Pells, Radical Visions and American Dreams: Culture
and Social Thought in the Depression Years (New York: Harper and Row,
1972).
22

Don Congdon, ed., The Thirties:
Simon and Schuster, 1962).
23

A Time to Remember (New York:

Sex themes were staple fare for Depression Hollywood as they
were in Esquire magazine; both were accused of violating the morality
of the innocent public. Although the relationship between the movie
industry and Smart's magazine (both a part of the graphic culture) is
tenuous, there is thio interesting observation made that associates the
"illicit passions' portrayed in movies by Jewish movie makers who
"exploited society":
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This preoccupation with sex was generally blamed, not upon the pub
lic who seemed to like it, but upon the movie makers, in the main
Jewish Americans. The paradox of the home-loving Jew with his
strong iamiiy solidarity and loyalty, transgressing the public
moral codes of a Gentile civilization— with the highest divorce
rate in the world, was not without its piquancy.
(Wecter, The Age
of the Great Depression, 1948, pp. 237-38.)
9/
^Arnold Gingrich, The "Esquire" Treasury (New York:
Schuster, 1953).

Simon and

"JThe average income per consumer unit, family or individual,
in 1935-1936 was $1,500. "Upward toward the economic apex, about one
consumer unit in eight enjoyed an income over $2,500, one in thirty
$5,000 or better, and one in a hundred $10,000 or higher." (Wecter,
1948, p. 272.)
uIn a .1937 study researchers found that there was a high corre
lation of readership between the readers of Esquire and Colliers, Good
Housekeeping, and Atlantic Monthly. Further, readers of Esquire also
tended to read Time, The Saturday Evening Post, National Geographic,
Motion Picture, and Christian Science Monitor. Magazine readership that
showed a low correlation with Esquire were Better Homes and Gardens,
True Confessions, and True Story. Paul F. Lazarsfeld and Rowena Wyant,
"Magazines in 90 Cities— Who Reads What," The Public Opinion Quarterly,
October, 1937, p^. 29-41.
27For insight into the demise of the old humor magazines during
the Depression, see Alexander King, "The Sad Case of the Humorous Maga
zines," Vanity Fair, December 1933, pp. 26, 27, 60 and 71, and Douglas
Waples, People and Print: Social Aspects of Reading In the Depression
(Chicago: The University of Chicago Press, 1938), p. 76. The thesis
of both writers is that Depression Americans found little release from
the distress of the times in humor magazines and that advertisers even
tually withdrew from them because few people bought them.
28

In his book America's 60 Families, Ferdinand Lundberg cata
logs a list of magazines where one could "learn what the latest inanity
of the leisured class might be"; although the list does not include
Esquire, the magazine is paralleled by others that would make Esquire
appear a luxury item: House and Garden, Town and Country, House Beauti
ful, Spur, Vogue, Vanity Fair, Harper's Bazaar, The New Yorker, and
Fortune among others.
-^For a perceptive essay on American culture during the 1930's
see Warren I. Susman, "The Thirties" in Stanley Cohen and Lorman Ratner,
eds., The Development of an American Culture (Englewood Cliffs, New
Jersey:
Prentice-Hall, Inc., 1970, pp. 179-218.) Susman's essay is a
lesson on how "myth, memory, [and] history" all are a "way to capture
and account fo~ an allusive past." What Esquire meant to the Esquire
audience, to American popular culture, and to each writer who
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contributed to the magazine will hence be filled with twilight zones
since many of the accounts that any scholar of the 1930's reads are
wholly or partially myth, memory, or fact— all colored by time.
30a h the letters quoted here between Arnold Gingrich and the
writers are from the Esquire correspondence file at the Esquire Building
24 East Lake Street, Chicago, Illinois.
3^-An interesting contrast to Esky is Eustace Tilly, the effete
and refined dandy, the eponymous of The New Yorker.

CHAPTER II
THE PUBLISHER
The Smart David Smart
Again, beyond the Esquire of the Petty Girl and the cartoons is
the Esquire of Dos Passos, John Groth, Hemingway, Gilbert Seldes and
the legion of writers and artists who contributed a va.-t library to
American letters during the Depression.

What Richard Pells says of

writing in political journals during the 1930's holds true to a great
extent for Esquire:
To a considerable degree, the mind of the twentieth century America
is best revealed in the nation's magazines, for these supply the
most immediate record of the debates and the tensions that have
swept the intellectual community. This was particularly true in
the 1930's, where many books and novels published during the decade
first appeared as journal articles. More important, the magazines
provided a forum for collective experimentation, dialogue, and
criticism of the time when events often threatened to overwhelm the
solitary writer. Thus the journals became a critical channel
through which intellectuals could raise issues, test ideas, refine
their arguments, and comment directly on the problems of the day.
(Pells, 1972, p. 393.)1
Although many of the Esquire writers were not and are not today consid
ered purely intellectual, they did write intelligently on important
ideas and issues, and because they did, they are now a part of American
literary history.
Of Esquire1s two original publishers, David A. Smart and William
H. Weintraub, David Smart's forceful and dominant personality primarily
accounted for Esquire's origin and subsequent success.

Combined with a

zealous personality, Smart's practical business experience in publishing
27
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syndicated fashion booklets during the 1920’s had prepared him to take
4dvantage of a market in need of a men's entertainment magazine in the
1930's in spite of the gravity of the Depression.

Like most classic

entrepreneurs, David Smart was a loner and a man of ideas who made easy
and quick decisions; starting Esquire was one such decision, and he had
the necessary capital to do so.

Apart from his entrepreneurial and

intuitional talents, demonstrated by his success with clothing trade
magazines, David Smart demonstrated a passion for showmanship:

"He had

a great flair for style and a canny instinct for what would come off as
’class.'"

(Gingrich, 1971, p. 23.)^

When Esquire appeared, it seemed

a natural extension of his personality.
Smart was a shrewd and calculating business man.

In the early

days of the Depression, he told his editor and copywriter, Arnold Ging
rich:

"'As long as I've got the price of a double steak . . . you'll

always eat, so let's forget this silly Depression and figure out more
ways to make money.'"

(Gingrich, 1971, p. 76.)

And as entrepreneur,

whose single purpose was to make money, he outsmarted and manipulated
people and took advantage of the Depression as it manifested itself in
the writing world by publishing top-name writers at low pay rates.
It was this man who brought together money and talent, using
both outlets for his own imagination, creativity, taste for gambling,
showmanship, galvanic energy, bloodless efficiency in business, and
warmth in selected personal relationships.
David Archibald Smart, the son of Louis and Mary Smart, was
born in Omaha, Nebraska, on October 4, 1892.

(The National Cyclopaedia

3
of American Biography, 1961, p. 446.)

His father, a musician and
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unsuccessful singer, "kept expressing the conviction [even late in life]
that he would some day cut a record that would make a bum out of that
Sinatra."

(Gingrich, 1971, p. 77.)

Although David Smart had net inher

ited any musical talent from his father, he did inherit from his father
a "mercurial temperament" which later marked his public and private
life.

(Gingrich, 1971, pp. 155-56.)
Early in David's life, the family moved to Chicago.

While in

high school he worked as a hat salesman and later as an ad salesman for
the Chicago Tribune, doing well in each endeavor.

In fact, he made so

much money on commissions selling ads that Colonel McCormick demoted
him to a regular job in which his income was substantially cut.

Irked,

he quit the Tribune, deciding never again to work for anyone but him
self; before doing so, however, he went to serve as a doughboy in
France during World War I.

(Gingrich, pp. 155-56.)

After returning from France, Smart made and lose a small for
tune speculating on the sugar market.

Before the boom broke, he "ran

his gains up to $750,000" but eventually came away with $50,000.
(Pringle, 1938, p. 36.)4
In 1924, Smart went back to the relative security of advertis
ing and established The Thrift Syndicate and The David A. Smart Pub
lishing Company.

The Syndicate published a leaflet, Getting On, which

advocated in Ben Franklin fashion the wisdom of saving money.

His pub

lishing company primarily produced window and wall display posters for
banks and factories.

These early publications were 'not very sophisti

cated, even by the standards of the Coolidge era," (Gingrich, 1971, p.
20.) or when compared to the later lavish trade publications that he
was to publish.
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In time, David Smart joined William Weintraub, an established
clothing salesman from the H. 0. Reno Company of Chicago, a company
which circulated a fashion booklet, The Man of Today, and a trade paper,
National Men’s Wear Salesman, (modeled after Printer's Ink) for the S.
L. Williams Company.

In a partnership named the William H. Weintraub

Corporation, Smart and Weintraub changed The Man of Today to the Gentle
man’s Quarterly, a haberdashery booklet which first appeared during the
Christmas season of 1925 and was sold to men’s stores.

The Weintraub

Corporation was soon changed in name to the Men's Wear Service Corpora
tion, and Smart and Weintraub were fifty-fifty partners.

But even

though it was an equal partnership, Smart maintained the upper hand by
convincing Weintraub that he really did not need Weintraub in the
arrangement.

(Gingrich, 1971, pp.. 23-25.)

Weintraub, however, was a

superior salesman and his techniques in selling Gentlemen's Quarterly
resulted in the national distribution of the trade paper.

Gentlemen's

Quarterly grew in circulation, and in 1926, Club and Campus, a fashion
booklet for Hart Schaffiler and Marx stores, was added to The Men’s Wear
Corporation publication business.

(Gingrich, pp. 28-31.)

It was during this expansionistic period of the late 1920's
that Smart, needing to replace a copywriter for Gentlemen's Quarterly
'and Club and Campus, hired the advertising manager of B. Kuppenheimer
and Co. of New York, Arnold Gingrich.

Smart, who always played hunches,

heard Gingrich's name three times in one day and thus believed Gingrich
[was fated to join Men's Wear Service Corporation.
|l4.)

(Gingrich, 1971, p.

In a shrewd and calculating move on December 5, 1928, Smart put

Gingrich under contract to work as a copywriter for him alone.
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(Gingrich, 1971, p. 40.)

Even::...ally this meant that Weintraub would

have no authority over Gingrich when Esquire would come into existence
some five years later.
By the summer of 1930, Hen's Wear Service Corporation was pub
lishing five fashion booklets— each essentially the same in format—
varying only in title and audience appeal:

Gentlemen's Quarterly, Club

and Campus, The Observer, The Observer Broadside, and The Etonian, a
boy's fashion booklet.

(Gingrich, 1971, p. 47.)

By 1932, the bleakest

year of the Depression, clothing stores could no longer afford to sub
scribe to Gentlemen's Quarterly, Club and Campus and The Observer, and
these booklets were discontinued.
The immediate predecessor of Esquire was Apparel Arts, first
published September 15, 1931, two years and one month before Esquire,
Smart was inspired to publish this trade book by an article entitled
"Fair Weather Fashion Experts" in Men's Wear, a competing fashion book
let which signaled the demise of such Men's Wear Service Corporation
publications.

Smart modeled his new trade book after the current For

tune magazine (February, 1930), which was selling for $1.00 a copy.
Apparel Arts, Smart insisted with his usual chutzpah, would sell full
page ads only and sell them at twice the rates charged by Men's Wear.
Further, the quarterly Apparel Arts v?ould sell for $1.50 a copy— a phe
nomenal price given the Depression and the languishing sales of his
other booklets.

(Gingrich, 1971, pp. 50-53.)

Apparel Arts' lavishness made it a "truly untrade-paperish trade
paper."

Customers, who used it as an in-store catalog, began walking

o|ff with it because it contained many interesting editorial articles.
(Pringle, 1938, p. 36.)

It was later described in this way:

Lavishly illustrated as it was, and glamorous as the full com
plement of fullpage ads in full color made it even apart from
that, it stood out against the drab backdrop of the other typical
trade papers of the da)T as if it were a fine feathered bird of a
totally new species.
(Gingrich, 1971, pp. 65-66.)
Indeed, Apparel Arts was a new species, and so was its compan
ion, another Smart brainchild, Fashion Fabrics, a quarterly trade-paper
that contained swatches of the fabrics from which the advertised
clothes were made.

Following a similar format, Smart thought up and

published Home Furnishing Arts, a trade paper for furniture stores.
(Gingrich, 1971, pp. 67-68.)

The sales of these trade papers doubled,

although the booklets Gentlemen’s Quarterly, Club and Campus, and The
Observer failed by 1932.

In all, however, The Men's Wear Service Cor

poration earnings from publishing advertising periodicals continued to
climb.

The real boom for the corporation, however, was to come with

Smart's next "idea magazine," Esquire:
The advent of Esquire was the event that changed every aspect
of the company, expanding it with a suddenness that could only be
termed explosive. It was like transforming a penny-ante poker game
in an upstairs backroom into a resplendent casino on a plage.
(Gingrich, 1971, pp. 77-78.)
Although Smart was a Jew, he was "absolutely devoid of all
religious feeling and insisted on working on all the Jewish holy days."
Gingrich, 1971, p. 1 2 1 . )

The fact that Smart was from a Jewish back

ground played an important part in the development of Esquire and his
other business ventures.
Semitism.

This background led him to oppose anti-

Indeed, Coronet and Ken, two of his publishing ventures,

were published with anti-Semitism in view.

Particularly they were
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precipitated by Smart's fight against what he saw was anti-Semitic edi
tor; all sm in Time magazine; this point will be developed later in this
essay.
Meyer Levin, the first assistant editor of Esquire, was
impressed by Smart's unique and driving energies:
A nerve-eaten idea man, he had come up through advertising promo
tion and trade magazines. . . . He was a hard bargainer, but he was
intrigued by novelty, and receptive to new ideas.
[He] passed his
days between the office and the coffee shop below, seething with
promotional ideas, schemes, combination. Even after the spectacu
lar end of our relationship, several years later, I was more
fascinated than repulsed.
(Levin, 1950, p. 76.)5
Gingrich makes these observations about Smart as an "idea man":
For all his snap decisions, intuitive judgments, and almost
superstitious hunches, Dave not only dared to be different, but he
insisted on being different, in everything he undertook. He was not
above keeping a weather eye out for ideas to adopt or adapt or
transmute, but the impress of his own personality was sufficiently
distinctive to assure a certain distinction in everything he did,
quite apart from the question of the entire originality of its
source of inspiration.
(Gingrich, 1971, p. 171.)
Nepotism also was a general policy upon which Smart built and
operated his Esquire empire.

Brothers, cousins, and in-laws were

invited, sometimes commanded, to come into a business characterized by
fierce loyalty, a business in which "Dave was God."

(Gingrich, 1971, p.

6 .)
Physically, Smart was five foot nine inches, and had "wavy,
black hair and gray blue eyes.

He [dressed] fastidiously, but not

quite in the extreme manner of the Esquire fashion drawings."
1938, p. 35.)
boy:

(Pringle,

His life-style included all the paraphernalia of a play

modern apartment; an expensive car— a flashy sleek black and

chrome Duesenburg; stylish clothes; a collection of expensive paintings;
freedom and money— he always carried a thick roll of fifties; and,
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wotaen.

To one journalist at that time, his apartment evidently looked

rxke a Hollywoou set*
Smart's bachelor apartment across the street [from the Palmolive
Building] in the Drake Towers is decoratively notable for pigskin
walls, chartreuse leather divans, duralumin lighting fixtures, [and
they] look like quarters habitually occupied in cinemas by actor
William Powell.
(Time, October 5, 1936, p. 53.)^
Shortly after Esquire made its successful showing, Smart moved the
Esquire offices to the top floor of the Palmolive Building, a new and
showy office building in downtown Chicago.^

Levin gives this picture of

the setting:
Our offices had been moved up to the penthouse and it was
rumored that the whole building was going to be called [Esquire].
[Smart's] own office had windows on three sides overlooking all of
Chicago. Around the walls, below the windows, was a constantly
changing exhibit of sexy babe drawings, set out for a judicious
squint.
(Levin, 1950., p. 109.)
But for all of his "womanizing," as Gingrich called it, Smart
apparently was not a rake.

In the years Gingrich first worked for

Smart and before Smart moved to the Drake Towers, Gingrich observed:
"Dave liked girls a lot and lots of them, so he almost always had a
late date after we had finished our work at the plant, but it was a
point of pride that, however late the date, he always actually slept
under his mother's roof."

(Gingrich, 1971, p. 76.)

Besides women, Smart's hobbies included photography and col
lecting art, hobbies which may account for the extensive illustrations
in Esquire.

Ken, Coronet, and Verve, his other magazines, also were

airty magazines.

Starting in 1932, Smart bought "paintings by Renoir,

Chagall, Soutine, Marquet, Vlaminck, Terechkovich, Utrillo, Pascin,
Cassatt," and others.

(Gingrich, 1971, p. 117.)
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Meyer Levin writes at length about Smart in his semi-fictional
autobiography, In Search.

Levin's book describes a search for identity

ini America, and in this soul-searching autobiography, Levin sees his
life and everything else in terms of Jewishness; his account of his
relationship with Smart is an introspective one and is colored by his
owp views.

Because Levin did not wish to discuss openly "matters of

public principle" in his book on issues relating to Smart and himself,
ho changes the names of men and publications.

(These names only thinly

disguise them and they will not be subsequently glossed:

Esquire is

Paradise, Coronet is Beauty, and Ken is Inside; David Smart is Melvin
Morris and Arnold Gingrich is Winters.)

This is Levin's assessment of

Smart's motivation in publishing his magazines:
[Buying top-rate writers for a pittance] soon made the manage
ment talked-about in the publishing world, and it was inevitable
that some methods should be tagged Jewish. As tales about our
being such an outfit came from New York, Morris grew bitter.
Some
how the bitterness took the form of a sense of rivalry with Time
magazine, which seemed to epitomize what x^as non-Jewish. Time had
just bought out Life. Morris xzould prove himself by bringing out a
classier rival, a jexzel of good taste. Thus Beauty appeared.
(Levin, 1950, p. 78.)
Later, Smart xrould publish Ken, a liberal magazine xrtiich he saw
also simultaneously rivaling Time and Life in editorial content and
pictures.

Levin tells this anecdote of Smart's ambition, egoism, and

the role his Jewish associations took in the enterprise:
It [Ken] x-zas a variation of the Paradise formula:

there was
Among
those lefties were the cleverist cartoonists, the xzittiest writers,
the sharpest reporters, all x-zith material they x^ere aching to get
before a mass public.
So Paradise was a kike outfit, eh? Those New York operators
would learn a thing or two! Within a year there would be only one
big name in the magazine field, Melvin Morris!
go od material without a market that could be had cheaply.
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At that moment my boss seemed to me again like myself [a perse
cuted Jew], a kid from the West Side [of Chicago] who had a bitter
wound, the ineradicable wound, and whose deepest motivation, in
spite of worldly experience, came from that hurt.
Certainly it was
wrong certainly it was a motivation that had to be controlled, chan
neled, it was no good if it was just a revenge motivation, but the
energy streamed from the source. Morris wanted to slap and dazzle
the world to prove that a Jew was no kike, and for the time being
he understood some of the problems that were involved with his
cause; in the framework of fighting anti-Semitism, in the urge in
his own heart to assert his wrath against a superior gentile world
he was a citizen, a human being who saw the linked injustices of
our civilization.
I will say here that I presume that the publisher of Time had
no anti-Semitic tendencies. But yet I know that during the period
in question I myself as a reader was often puzzled by what I felt
to be consistent innuendos in that magazine. I know that this
question was discussed in Jewish circles, and that some sensitive
Jewish readers were then apprehensive of this magazine. And I
believe that it is a matter of public interest, beyond the private
lives of either publisher, to record so important a motivation in
Melvin Morris, a motivation that deeply affected the editorial
policy of a magazine that had a great potential influence in
America.
(Levin, 1950, pp. 110-11.)
Much of this is Levin's conception of the matter.

Yes, Smart was a

businessman, an agnostic, and of Jewish background; but to make Jewish
ness basic seems to be Levin's particular bias.

What seems basic to

Smart was money and particularly how to make money by publishing
magazines.
David Smart did sacrifice his wish to oppose anti-Semitism when
this wish faced business losses.

Ken, subtitled The Insiders' World,

was conceived by Smart as a liberal Time, but Smart abandoned this
left-of-center publication when big advertising accounts threatened to
withdraw their orders from Esquire.^ (Seldes, 1938, p. 499.)

According

to Levin, Smart, in a fit of expediency,
banished Jewish names from his magazines, even
editor named [Bernard] Cohen to alter his name
All this, I [Levin] am sure, he conceived as a
he, the Jew, would triumph over his enemies in

prevailing upon an
[to Bernard Geis].
"tactical retreat"—
the end by proving
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himself more successful than his competitors, by making more money.
He had to forego the real, question, the basic question of our lives.
To pretend one was not a Jew as a writer, as an editor, as a pub
lisher, was in essence to pretend that there were no Jews in the
world, that there were no problems, that there were no oppressed—
no Jews, no Negroes, no poor— and to refrain from any activity that
would bring change.
(Levin, 1950, d . 132.)
The "real question" for Smart may have been How do I do business to
make a profit?, for the poor could not afford his magazine anyway.
In the spring of 1938 Smart demanded that Levin also change his
name in his Esquire column.

Levin refused.

(Levin, 1950, pp. 130-31.)

In a quarrel that involved Levin's support of the unionization of labor,
the right-wing Catholic attack on Esquire for anti-Catholic bias by
Time magazine (Time, May 2, 1938, p. 44'p and another on Ken for publish
ing a Spanish-Loyalist (and therefore anti-Catholic) Hemingway article
(Gingrich, 1971, pp. 147-48), Smart asked Levin to quit; Levin, however,
asked Smart to fire him.

Smart would not, and Levin continued writing

movie reviews for Esquire through the Spring of 1940.
131.)

(Levin, 1950, p.

However, starting in November of 1938 and running through May of

1940, Meyer Levin's name did not appear opposite "The Candid Camerman"
in Esquire table of contents; Smart changed Levin's name to Paterson
Murphy.
It was David Smart who set the policy by which writers and
artists were to be paid.

He wanted Depression wages paid to Esquire's

writers and artists, for that made higher profits possible.

But by

paying them so little, (about $100 an article) for their art and manu
scripts, Esquire immediately earned the reputation, and one it contin
ues to maintain, of exploiting and commercializing photographers, art
ists,

and writers.

Yet Esquire did publish many stories and articles
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that had little chance of being printed elsewhere, stories and articles
that shocked or were experimental.
An article in The Literary Digest (1937) addresses the issue of
the depressed writing market of the time and does admit that Esquire
served a purpose few other magazines did, in spite of the mercenary cus
tody in which Smart held writers:'*'^
The edge Esquire has over other national magazines is the low
cost of ics editorial material. No competitive market jacks up the
price of Esquire copy. Here is one [unidentified] writer's view
point: "When I have an idea which won't fit the formula of my reg
ular market, I work it out and shoot it to Esquire. There's not
much money in it— about $200 for a story which would have brought
$1,500 had it fitted the requirements of any of the big national
weeklies. But Esquire serves a useful function— helps to alleviate
the pain of sticking to formula ’writing. Sometimes it's fun to let
your hair down— slop over on the intellectual side, the bawdy side—
or what have you."
(The Literary Digest, February 6, 1937, p. 20.)
Henry F. Pringle, who saw Esquire as "designed for the people
who can't or don't read," apparently relished revelations of Smart's
parsimony!
And whatever editorial policies Esquire may or may not have, spend
ing money for what it prints is not among them. Its management dis
covered at the start, or already knew, that the nation's most dis
tinguished writers could, under certain circumstances, be bought
for low fees. The first of these circumstances is that no competi
tor is bidding up the price of the particular type of story or
article. The second is that the magazine is willing to print vir
tually anything that a famous writer offers. Esquire did more than
merely wait for such contributions. During the summer of 1933,
when the first issue was being planned, the editors of the mass
magazines such as Cosmopolitan were asked whether, in their files,
they had famous-name brand material which had not, for one reason
or another, been used. Every editor has at least one such story
which, after purchase, seems too daring or somehow contrary to
policy. So Esquire was able to pick up manuscripts for a few hun
dred dollars which had originally cost from $1000 to $5000 each.
(Pringle, 1938, p. 38.)
Meyer Levin's account acknowledges that Smart's method was to
buy first-rate writers for a pittance, but contrary to Pringle's
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assertion that Esquire would "print virtually anything that a famous
writer offers,'1 Esquire wanted and usually got, quality writing.
editorial pose, as we shall see, led to this.

Its

Levin's inside analysis

of the situation is more illuminating than Pringle's concerning the
interplay between writers and Esquire in the 1930's:
The theory current in writing circles was that Paradise was buying
all the bottom-of-the-trunk material possessed by famous writers,
since many big names appeared in the magazine. Actually, this
wasn't poor material, but often the best. For the Paradise formula
was in itself a grotesque comment on the position of literature in
the United States. We were putting out an expensive quasisophisticated magazine, but with some truly good writing. The pub
lisher knew that sexy gag drawings sold the magazine. The quality
of reading matter was of little importance; it could even be good.
Thus, the desire of the editor, Winters, to bring out a literarymagazine, combined with Morris's commercial flair, made it possible
to publish some remarkable material in those first years. And
Morris was quick to realize that the best literature could also be
the cheapest.
Story Magazine paid twenty-five dollars for its pieces. Aside
from Harper's, the Atlantic Monthly, and the Yale Review, there was
scarcely an available market for the unslanted short story.
In
plain arithmetic, the leading serious magazines taken all together
could absorb perhaps a few dozen short stories a month. That could
scarcely provide publication for the output of our best established
writers, let alone all the gifted young writers. Obviously a tre
mendous amount of topnotch material even from well-known authors
could be obtained for practically nothing, since any writer would
rather see his work in print than in a drawer.
This was the Paradise big-name formula. Some of the greatest
literary figures in America received around a hundred dollars per
story.
(Levin, 1950, pp. 77-78.)
Even though David Smart's fortunes increased, there was one
small legal setback.

In what appears to have been a calculated business

move, David Smart and other Esquire officials manipulated stock in the
company and profited nicely by selling most of their shares in the sum
mer of 1938.
Smarts

n

Time magazine, in one of its stories about the "smart

reported:
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Two years in jail and a $10,000 fine was the sentence meted out
last week by a Federal court in Chicago to Esquire’s publisher,
David Smart, his brother Alfred and their broker Arthur Greene.
The charge: milking the public of $1,325,000 by artificially rig
ging the price of Esquire-Coronet, Inc. stock (which rose from $7
to $12.25 while 153,000 shares were being distributed— Time, May
12).
(Time, October 6, 1941, p. 67.)^
The accused, as cited by Time, pleaded "vagueness" in violating the
Exchange and Securities Act, and were let off by simple payment of a
fine.
Smart saw himself publicly as a New Dealer.

Levin recalls that

Smart’s formative notion of Ken came shortly after Smart's overnight
stay at the White House:
Then I was told of the Breakfast [with Roosevelt]. Morris had
been touched by the Roosevelt magic. He was dreaming of a liberal
magazine. He had the flair to sense that the country was ripe for
it, A magazine against prejudice, a magazine that would pick up
the great mass circulations the unions could provide, a magazine to
ride on the people's enthusiasm for the New Deal. Why, it was a
natural, and no one had thought of it! Here was the formula to
steal away Time and Life readers in one fell swoop!
(Levin, 1950,
pp. 109-10.)
Ken, Smart exclaimed, " ’will be the first big break the under-dog in
America has had.'"

(Seldes, 1938, p. 497.)

Ultimately, however,

Smart's commitment to Ken’s exposition of hypocrisy and corruption in
government and its support of the liberal-labor movement was more rhe
toric than action.

When advertising agencies withdrew accounts from

Ken and threatened to withdraw accounts from Esquire because of Ken’s
liberal ways, Smart capitulated to big business.
came out, equivocated.

Ken, when it finally

No firm stand pro or con was taken.

There is further evidence of such equivocation.

One of

Esquire1s covers gave the magazine a New Deal touch by displaying the
NRA insignia in the right-hand corner.

But when Meyer Levin suggested
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t h a t E s q u i r e - C o r o n e t a p p ro ve t he u n i o n i z i n g o f i t s magazines' laborers,
Smart b a l k e d .

(Levin,

1950, pp.

David S mar t' s i nv es t me nt

129-30.)

in Esq u i r e yielded one of the few not

a b l e r e t u r n s on p u b l i s h i n g i n v e s t m e n t s in. magazi nes during the Depres
s i o n , ' 1 and l i k e many o f

the o t h e r p u b l i c a t i o n s which he nurtured,

E s q u i r e was n o t o r i g i n a l l y h i s idea.

In t h e late fall of 1932, a fash

ion a r t i s t

happened t o s t o p in New Y or k when, coincidentally, Smart,

W e i nt r a ub ,

and G i n g r i c h were t o g e t h e r in the office.

The artist, C. F.

Peters,

s u g g e s t e d that t he Men's Wear Service Corporation put out some

k in d o f

fashion booklet

f o r the Christmas season, a fashion booklet in

the s t y l e o f G en t l e m e n ' s Quarterly and The Observer to be sold in
c t ~ r e s l i k e R oge rs Peet.
been e l e c t e d ,

Peters suggested that since Roosevelt had

a l t h o u g h he was net yet in office, the men's clothing

b u s i n e s s might p o s s i b l y be looking up.

Caught up in the idea and

i n s p i r e d by Wei ntraub to include editorial features with the fashions,
Smart s c r i b b l e d out on five pieces of paper:

"Bobby Jones on Golf,"

"Gene Tunney on B o x i n g , " "Hemingway on Fishing," and "Rudy Vallee on
Show B i z " p l u s one other feature.

These impromptu articles plus fea

t u r e s by D a s h i e l l Hammett and Alexander Woollcott and fashion pages
from Appare l A rt s made up t he first dummy of Esquire.
pp.

80-81.)

(Gingrich, 1971,

E s q u i r e was a money maker.

Based on a s a l e s n o t i o n that if a man could buy a fifty-dollar
s u i t when he came i n t o a c l o t h i n g store, he would not bridle at buying
a f i f t y - c e n t magaz ine ,
(Gingrich,

1971,

p,

Smart l a u n c h e d Esquire, his "consumer" magazine.

82.)

S e l l i n g at f i f t y

made a bumper p r o f i t on each c o p y s o l d .

cents a copy, the publishers

An e x p e r t in cost analysis in

magazine printing made this assessment of Esquire costs in 1937:
Based on a 600,000 print order for composition, press work, plates,
paper, binding for shipment to news distributors, Esquire costs 42
cents a copy, $250,000 an issue, $300,000,000 a year.
Any printing-house, even tho the profit margin be small, would
find this nice work if it could get it.
Helping pay off this printing cost is Esquire1s subscription
rate of $5 a year, its even news-stand circulation at 50 cents a
copy.
(Division of income of a news-stand sale on a 50-cent maga
zine averages 6 cents to the distributor, 10 cents to the news
stand dealer, a cent a copy shipping cost.) To Esquire goes
approximately 33 cents a copy for more than half its circulation.
Nor is a printing loss of 9 cents a copy hard to face for a
magazine which has such a large news-stand circulation. Advertis
ers know there is no "dead wood" in this kind of sales.
They were willing, in the January issue, to pay a gross of
$2,800 a page for nearly 100 pages of advertising— $5,900 for the
back, cover.
(The Literary Digest, February 6, 1937, p. 20.)
Smart's motives for the low scale on which he paid artists and
the effect the Depression had or an artist's market have been discussed.
Some figures from The Literary Digest article illuminate further how
Esquire's paltry outlay for features in part accounted for its generous
profits:
Editorial content . . . averages less than $200 a story against
$1,500 to $2,000 for the large national weeklies and monthlies and
$100,000 would cover the c^st for a year.
Likewise inexpensive are the cartoons, taking at least forty
pages of space each issue.
The scale of prices is ridiculously low, considering the exper
ience necessary for this type of drawing— averages about $75 with a
low of $40.
About $50,000 a year covers illustrations in Esquire.
(The
Literary Digest, February 6, 1937, p. 20.)
There were, to be sure, some exceptions to the stinted sums
paid writers for their manuscripts, namely Hemingway.

Still, for

$150,000 Esquire stocked its pages for one year, and the "buyer's mar
ket for bargain printing and paper cost" (The Literary Digest, February
6, 1937, p. 20.

of 1933 continued through the Depression.

this was a nice combination.

For Smart,
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Esquire's big money came from advertising:

"Esquire1s adver

tising revenue rose from $1,009,841.97 in 1935 to a staggering
53,060,641.59 [in 1936]," (Pringle, 1938, p. 38.) and in 1937 Esquire
estimated a gross of $3,500,000 from advertising.

(The Literary Digest.

February 6, 1937, p. 20.)
Besides the security that these kinds of figures gave Smart and
company, Smart had initially insured himself against any loss in that
he would not priiit Esquire until he had a guarantee that men's stores
would buy a hundred thousand copies.

(Gingrich, 1971, p. 104.)

Putting

money into Esquire was thus a safe investment, for Weintraub and the
other salesmen had secured the necessary sales quota in spite of the
fact that they went out with the prospective dummies of Esquire on
March 4, 1933, the day after Roosevelt was inaugurated and the day the
banks closed.

(Gingrich, 1971, p. 115.)

Some seven months later v,i.h

only five thousand copies for newsstand sales, Esquire sold out in five
hours.

(Gingrich, 1571, p. 116.)
The magazine grew.

store outlet,

From the initial 100,000 copies in clothing

and 5,000 on the news»

s in 1933, Esquire peaked in

total sales at 728,000 copies in January 1938.

Like other magazines,

however, the Recession of 1938 caused Esquire to drop its circulation
to a bottom of 453,000 before it again started its slow rise.
-ich, 1971, pp. 140-41.)

(Ging-

It was in 1937, Esquire's golden year, that

Smart proclaimed "Why didn't somebody tell me about this publishing
game before?

It's a cinch."

(Time, September 4, 1939, p. 34.)i2

Besides Esquire, Smart started three other magazines, all having
varying degrees of success and failure:

Coronet (1936), a Reader's
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Digest-sized "class" magazine of reproductions of famous art masters
plus some editorial features; Verve:

The French Review of Art (1937),

an artistic and literary quarterly; and Ken (1938), a liberal anti
fascist, anti-communist news magazine.
Other ventures of the "idea man" were Coronet Instructional
Filins; The Esquire Syndicate, a syndicated newspaper column with a vari
ety of features; and the short-lived Esquire Club, a credit card busi
ness which was eventually bought by Diner's Club.

(Gingrich, 1971, p.

171.)
In 1942, on the eve of his fiftieth birthday, Smart married
Edna Gabrielle Richards, a fashion model.

(Gingricn, 1971, p. 121.)

Ten years later on October 15, 1952, he died after minor surgery
(removal of a small intestinal polyp).

"Always a hypochondriac," he

had so overcome his system with medication, "both remedially and pre
ventively," that his body could not respond to routine post-operative
treatment.

(Gingrich, 1971, pp. 188-89.)

The Smart-Weintraub relationship had apparently always been a
tense one.

From1929 William

There he managed

the

the other magazines.

Weintraub had his office in New York.

fashion and advertising interests

13

of Esquire and

A superior salesman, he convinced advertisers

that they ought to buy space in Apparel Arts and Esquire even when
these magazines were in dummy stages.

He did this well.

In fact, Wein-

traub sold to Cadillac "the first ad in automotive history . . . with
out showing the car" and that
(Gingrich, 1971,

pp.

ad appeared in the first issue of Esquire.

93-94.)Although the final break between Smart

and Weintraub came in 1940, there had always been an uneasy truce
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between them.

Smart bought out Weintraub, and Weintraub was later

associated with other New York magazines.

Ironically, Gingrich would

eventually part company with Smart and go to work for Weintraub and
then finally go back to Smart and Esquire again in the 1950's.
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literary era who contributed to Enquire; Edgar Lee Masters, John Gun
ther, Sherwood Anderson, Theodore Dreiser, Burton Rascoe, Alfred Kreyrabourg, Maxwell Bodenheim, Arthur Davidson Ficke, Meyer Levin, Louis
Zara, and James T. Farrell. Asked if the Midwest influenced Esquire,
Gingrich replied:1
1 think ail Midwesterners tend to think that the world is waiting
for them to take it over. They can't seem to wait to get out of
the Midwest. But as the saying goes, "You can take the boy (or the
magazine) out of Chicago, but you can't take Chicago out of the boy
(or the magazine)." (Letter, Arnold Gingrich to Clarence Adolph
Rina, April 25, 1973.)

CHAPTER III
THE EDITOR
Arnold Gingrich: A Superior-Grade Butterfly
Mind, or Gynaecic Mysteries Undone
Even though Arnold Gingrich acted as a "custodian for the
uneasy peace" between the Chicago and New York offices, each publisher
knew that Gingrich was Smart’s "own soldier."
116.)^

(Gingrich, 1971, p.

Hired by Smart as a copywriter for his men's fashion magazines

(four years before Esquire was even an idea) Gingrich was well-equipped
in spirit and in mind to become Esquire's first editor.

He possessed a

formal academic education in the liberal arts, had catholic literary
tastes and predilections, read widely in American and world literatures,
was himself a writer, and possessed a personal charm and editorial acu
men that made him a favorite among the many writers for Esquire.
The son of Mennonite parents, John Hembling and Clara Alice
(Speare) Gingrich, Arnold Gingrich was b o m in Grand Rapids, Michigan
on December 5, _903.

He attended the city’s public schools and in 1925

graduated Phi Beta Kappa at the University of Michigan with a B.A.
October 24, 1924, he married Helen Mary Rowe.

On

(Moritz, 1961, p. 175.)

2

From 1925 to 1928 he wrote advertising copy for B. Kuppenheimer, Co., a
clothing manufacturer in New York.

And to supplement his ninety-five

dollar a week salary, he wrote fiction for Breezy Stories, Droll Stories,
Pep, and some other pulp magazines.
wrote radio scripts.

With similar motivation he also

(Gingrich, 1971, pp. 35, 42.)
48
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On December 5, 1928, Gingrich signed a contract with David
Smart for a salary of one-hundred five dollars a week or more.

For

this salary, Gingrich was to write copy for and eventually have a hand
in editing all of the trade journals, fashion booklets, and magazines
that Smart published.
When Smart hired Gingrich, he had been looking for a hard
worker with talent.

And Gingrich indeed worked hard, putting in long

and irregular hours and, like Smart, working holidays.

His talents got

a full taste of the editing business, for his work with the Men’s Wear
Service Corporation involved
gathering and laying-out of the materials to be photographed for
the "catalog" pages of the three booklets; there were also the
"magazine" pages to fill, and this meant a lot of editing. Contri
butions of both text and art work for these pages had to be obtain
ed, and once they had been garnered, there was the business of see
ing them through typesetting and the production of plates.
(Ging
rich, 1971, p. 44.)
His first editorial job involved the leg work in composing the
booklets Gentlemen's Quarterly, Club and Campus, and The Observer, and
since this work required a good deal of travel, Gingrich operated from
"any vacant corner of any odd table" (Gingrich, 1971, p. 43) in the
offices, a loose editorial practice, that continued into his first year
as editor of Esquire.

The features in Gentlemen's Quarterly, Club and

Campus, and The Observer were "confined to authoritative items pretty
closely related to the fashion scene," heavily accenting sports.

But

the magazine oages of these booklets varied, containing such items as a
sketch of Walt Whitman, or Vincent Starrett's prognostications of the
future of suspense stories, or caricatures of notable personalities.
(Gingrich, J971, p. 46.)
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By the summer of 1930, Gingrich was "editing" a total of five
fashion booklets.

The job was not made easier by the fact that Smart

maintained three different offices in Chicago in order to create an
impression among advertising buyers that the booklets he was publishing
came from independent and therefore competing companies.

In order to

keep the offices and the merchandise that was sent to him from being
inadvertently photographed and displayed in the wrong booklet, Gingrich
used several pseudonyms, among them J. V. Arnold and Wakefield Speare.
Later, when Apparel Arts was in the process of being formed,
Gingrich travelled with Weintraub on a tour of spates from Chicago to
New York selling ads for it.
a photographer-writer,

After the sales were made, Gingrich hired

Thom he simply calls "Brummit" in his memoirs,

to take pictures of merchandise for the ads and general interest photos
fv- the "magazine" pages.
write nor take pictures.

But Brummit, it turned out, could neither
So working at thirty-six hour stretches in

order to make the publishing deadline, Gingrich put together— from
Layendecker pictures and romantic fiction about the Jazz Era— the first
copy of Apparel Arts.

(Gingrich, 1971, pp. 50-64.)

This hard work brought Gingrich's editorial talents to light.
As he says in his memoirs:
Instead of the dull and dry articles, of a really reportorial
and informational character, that we had hoped to obtain but
couldn't because everything went wrong, we had a lively book of a
much more inspirational type, with fictional techniques employed,
like a sauce, to cover up the fact that we didn't have much to offer
in the way of factual data.
(Gingrich, 1971, p. 65.)
The first issue had 148 pag.;s, of which 56 pages were filled editorially
by Gingrich,

And it was after tlrs success that Smart started calling

calling Gingrich "editor."

Smart also hired s-me assistants for
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Gingrich so that he would be freed from the chores of writing advertis
ing copy and photographing clothes.
Gingrich’s image as an editor was gradually forming.

Smart,

pleased with his performance, gave him freedom to make substantive
decisions, and when he proceeded to make Gingrich editor of Esquire,
thus giving him the opportunity of "working on a new kind of magazine,
with no rules and no handbook of what could and couldn't be done,"
(Gingrich, 1971, p„ 73) Gingrich's editorial ways were already estab
lished.
Gingrich stayed with Esquire as editor until 1945.
to 1949 he was the European editor of Esquire and Coronet.

From 1945
Moving back

from Switzerland to the United States, he became general manager of
Flair magazine and a vice-president of Cowles Magazines which also pub
lished Look and Quicke.

In 1952 Gingrich became publisher and senior

vice-president of Esquire; in that same year the magazine's main offices
were moved to New York.

(Moritz, 1961, p. 176.)

To date he is

Esquire.'s Editor-in-Chief.
First, the editorial flexibility that had characterized Ging
rich's supervision of the fashion booklets also distinguished the edi
torial formula of the early Esquire.

Since Esquire had no editorial

formula to maintain for an established readership and since the charac
ter and direction of the ’’magazine pages" were only vaguely conceptual
ized by Smart, Smart allowed Esquire to have no strict editorial policy.
Four years after Esquire was first published, The Literary Digest made
this report on Esquire 1s grab-bag editorial policy:
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Beyond the idea of high style for men, there is no editorial
policy, according to the contradictory Mr. Smart. Soon after pub
lishing of the first issues of Esquire, an experienced publisher
friend told him it was impossible to keep going without an
editorial polic .
"Your publications have strong editorial policies and a system
atic organization," Smart said, "How are you doing?"
"They*re running in the red. But— "
"Then we'll run our publication without policy or system."
(The Literary Digest, February 6, 1937, p. 21. )^
Even though Esquire posed a footloose editorial policy in its editorial
pages, it did consistently maintain a liberal point of view, politically
and artistically.

Its liberal cant on social issues, cultural notions,

and political ideas was in part Smart's point of view.

But it was Ging

rich who articulated this, and Smart was awed by Gingrich’s sophistica
tion.

Commenting on the Smart-Gingrich relationship, Meyer Levin makes

this point regarding Burton Rascoe and Gilbert S ’des, two critics in
early Esquire whose writing demanded an intelligent audience:

"As for

[Burton Rascoe and Gilbert Seldes] being 'heavy,' Smart [didn't] mind
since it set him up 'intellectually'.

As I've said repeatedly, he so

adulated Gingrich for culture that he wouldn't interpose an opinion."
4
(Letter.

Meyer Levin to Clarence Adolph Bina, April 23, 1973.)
It also seems clear that Gingrich was to a large degree his own

literary spokesman— since Smart neither knew American literature or
writers nor really cared about them.

When it came to making statements

about the literary ingredients of Esquire, Gingrich was his own man.
His interest in literature had manifested itself early in high school.
At that time his literary idols were Rupert Brooke, Ezra Pound, e.e.
cummings, and F. Scott Fitzgerald.

At the age of fourteen he bought

Pound's Lustra and Inter in college wrote a paper titled "The Ingrown
Lyricism of Ezra Pound."

(Gingrich, 197]., p. 246.)

And collecting
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first editions became another of Gingrich's literary interests.

Indeed

this hobby may very well have accounted for Esquire1s immediate high
percentage of "name" writers.

In 1932, while getting a copy of Heming

way's Three Stories and Ten Poems at Captain Louis Cohn's House of
Books in New York, Gingrich fortuitously met Hemingway.

There Heming

way agreed to contribute to the as yet unpublished Esquire and also
volunteered to recommend other writers for Gingrich to contact.

The

Gingrich-Hemingway meeting and Hemingway's subsequent agreement to write
for Esquire was to be profitable indeed.

Gingrich recalls,

My newly established rapport with Hemingway began paying off hand
somely, and everywhere I went, and everything I did, that late win
ter and early spring of 1933, while soliciting material for the
first issue, I found that the ability to say "Ernest sent me" had
the effect of Open Sesame.
(Gingrich, 1971, p. 88.)
Besides collecting Hemingway first editions, Gingrich collected first
editions of Fitzgerald and Dos Passos, and his wife collected those of
Ring Lardner.
When Gingrich went on his jaunts around New York early in 1933
looking for articles and stories for Esquire's first issue, he had made
the. point that whipping out a check book and writing a check for $100.00
impressed almost all writers.

Nevertheless, Smart, who held the purse,

felt no moral obligation to pay more for Esquire's editorial features
even after the magazine had established an in-the-black image and could
well afford higher fees; he said, "Let other publications support my
writers; I'll give them fame!" (The Literary Digest, February 6, 1937,
p. 20.)

To balance this view of Smart's money-wise ways, Gingrich

offers this account of his boss's .
coney manners:
He was a big getter ard spender, but saving had no appeal what
soever to his imagination, except such savings as he could effect
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la production costs by getting a better j >, and on a better grade
paper, for less money than somebody else ight have paid for it.
Even in this he was always wary of the
economy of getting a
job done for less, if it meant getting it done less well than it
should be.
(Gingrich, 1971, p. 23.)
Perhaps it was Gingrich’s ambitious b >k collecting— particu
larly Hemingway first editions— that led to another aspect of Gingrich's
image as a literary editor— that of personal relationships with his
writers.

(Gingrich's familiarity with writers and the nature of each

individual relationship will be expanded in later chapters.)

Some of

the writers Gingrich knew in a personal-social sense were Ernest Heming
way, e.e. c-mraings, F. Scott Fitzgerald, John Dos Passos, H. L. Mencken,
Paul deKruii, Theodore Dreiser, Burton Rascoe, and George Jean Nathan.
Arnold Gingrich’s catholic tastes and extensive travel to pro
cure manuscripts in the early months accounted in part for the popular
ity of Depression Esquire.

However, he did not have to go out and get

what he wanted for long once Esquire had established itself.

Of his

editorship at that time, Gingrich recalled:
In the old days in Chicago, when I had sat alone (until Meyer
Levin came to join me) playing with piles of manuscripts in an
office high above Lake Michigan, I always said that the mailman was
our best talent scout. . . . Formerly you could sit back and choose,
knowing that from the avalanche of stuff coming in enough of it
would be right for your needs that you could build a good issue
almost without trying. Writers were battering the c’oor down with
their offerings.
(Gingrich, 1971, p. 167.)
L. Rust Hills, a noted editor of magazine fiction, in discuss
ing editorial know-how in magazines, claims that Esquire, through the
offices of Gingrich, was a "readers' magazine" from the. start because
it was edited according to reader interests, and not the editor's.
Hills remarks

Because of Hr. Gingrich's wide interests Esquire’s interests
are broad. He is probably the only person in the whole world who
can read every single thing in every issue of Esquire with real
interest.
This is what is meant by editing a magazine. At the. higher
level, it means an editor hiring himself a staff to get what he
wants; at a lower level, it means going out and getting it.
(Gross, 1962, p. 203.)5
Hills says that another criteria by which one can judge a good
magazine editor is that he senses "who the good new young writers are."
(Gross, .1.962, p. 204.)

And with the initiation of the "Discovery of

the Month" in January, 1934, Gingrich published at least one previously
unpublished Esquire writer each month.

He did indeed try to be aware

of the nevj writers.
According to Hills, superior magazine editing "never leaves
well enough alone."

Such a policy

requires flexibility and a sort of superior-grade butterfly mind.
As a consequence, a good editor may seem glib or even foolish to an
expert or to a real intellectual, for h e ’ll often be satisfied with,
the superficial as long as it sounds at all knowledgeable. Never
theless, editing requires a sustained appetite for what's new that
only the rarest of men maintain as they grow old.
(Gross, 1962, p.
204. )
Something of Gingrich’s imagination and tastes that governed
the editing of Esquire cau be had from a brief consideration of eight
books written and edited by Gingrich.
his first book.

Cast Down the Laurel (1935) was

It was an experimental novel within a novel, about a

young musician, his craft and his love affair.
it had three parts:

In terms of technique,

(1) a set of objective facts about the musician,

(2) a novelist's fictional,'zation of these facts, and (3) a criticism
of his fictlocalization.
reviewer states:

Generally it received mixed reviews.

One

"The admirers of Esquire will give it high praise for

its up-to-date audacity and frankness, for naturally it is keyed to the
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Cone of the magazine."
III, p. 2.)

(Boston Evening Transcript, February 27, 1935,

Another says:

startlingly vulgar:

"Cast Down the Laurel is, to be honest,

to enjoy it the reader's shock-point must be high.

Frankly unabashed seductions, near seductions and dirty words pepper
the pages; but the novel is, I think, at no time deliberately, or at
any rate never mer ly, shocking."

(New York Herald Tribune, February

17, 1915, VII, p. 5.1'7 Mary McCarthy was less generous saying:

"Cast

Down the Laurel, the Gingrich opus , is a cheap, slick, machine-made
job. . . . Mr. Gingrich is a smart literary salesman, and he gives no
indication that he will ever be anything else."
1935, pp. 366-67).

8

(The Nation, March 27,

The Times Literary Supplement observed:

,.
As an

experiment in fiction, a commentary on the reconstructive process of
the imagination, and possibly also as a satire on the professional
novelist's temptation to make for sensational action, this book has a
9
certain intellectual interest.

(August 1, 1935, p. 490.)

Finally,

George Stevens judged that "The whole thing seems to be about as ingeni
ous an arrangement of plus and minus qualities as ever added up to zero
But it is ingenious.
because it's amusing.

It's clever, it keeps moving, it's worth reading
And one does get, in the characters, at least

part of what Mr. Gingrich is driving at."

(The Saturday Review of Lit

erature, February 16, 1935, p. 490.)^
Besides his novel, Arnold Gingrich edited several literary
anthologies from Esquire material and one book of short stories.

The

Bedside "Esquire" (1940) included Gingrich's favorite pieces from the
seven vears of the magazine.

Next, the subtitle indicating the con

tents, he edited The "Esquire" Treasury:

The Best of Twenty Years of
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"Esquire" Fact, Fiction, and Laughter Including Seventy-Three Stories
and Articles, Eighty-Four Drawings, Cartoons, and Photographs by Some
of the Most. Distinguished American Writers, Artists, and Photographers
(1953).

Another anthology of Esquire gleanings came at the magazine's

twenty-fifth anniversary:

The Armchair "Esquire" (1958).

Reader (1960) is composed of ten short stories.

The "Esquire"

After Gingrich gave up

the editorship and presumably had leisure to write, he produced two
books on fishing; one, The Well-Tempered Angler (1959), was a leisurely
autobiography of his own fishing experiences around the world, and the
other, entitled American Trout Fishing (1966), was a collection of fish
ing articles dedicated to Theodore Gordon, the famous American dry-fly
fisherman.
In 1967 Gingrich wrote Toys of a Lifetime.

In this rambling

memoir he collected the hedonist experiences of his life.

Some of his

"toys" include his first Dunhill pipe, English fabrics from which some
of his clothes were tailored, his 1939 Cadillac four door convertible,
and sailing on the Normandie.

A Thousand Mornings of Music:

The Jour

nal of an Obsession with the Violin (1971) is characterized by a simi
lar biographical connoisseurism.

Tying his literary and cultural inter

ests to his business interests as a publisher, Business and the Arts:
An Answer to Tomorrow (1969) is a history of and a handbook on how busi
ness has and can support the arts.

Finally, Gingrich attempted for

eleven years to get F. Scott Fitzgerald's The Pat Hobby Stories pub
lished.

Finally, Scottie, Fitzgerald's daughter, did so, and Gingrich

wrote a sensitive and accurate appraisal of Fitzgerald's last stories
in his introduction to the collection in 1962.
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To he sure Esquire’s literary tail neve. r wagged the entertain
ment dog, out Gingrich, who was not originally an editor of a literary
magazine, soon became known as one in spite of Esquire’s being labelled
a general-entertainment-men's magazine.

By his editorials Gingrich con

tinually presented those literary trend setters who appeared in Esquire:
Hemingway, Dos Passos, and Fitzgerald.

He also gave extended notice to

Burton Rascoe, Meyer Levin, Gilbert Seldes, and Goerge Jean Nathan, the
critics having regular features in Esquire. Nor were these notices of
a formulaic, artificial kind answering to some abstract concept of typi
cal or proven editorial finesse.

Part of Gingrich's success, perhaps a

cri' ic il element in that success, was his recognition that writers were
persons, and that their originality and control grew from what they were
personally.

Gingrich's wish to meet, to consult, to know writers

attracted certain writers to Esquire, and these writers in turn served
as contacts with still other writers.

Sometime in the 1960's Gingrich

wrote:
I once heard someone say, at one of those symposia that are
always being held on writing and editing, that an editor should
have no friends, and I remember taking issue with it, to the effect
that an editor should try as hard as he can to be everybody's
friend. But maybe I was only agreeing, in a roundabout subcon
scious way, that an editor should have no personal friends, at
least not as an editor. When he's on duty as an editor, he should
he an editor first and a friend, if at all, only afterward.
Here, too, though, is something of a change between the old
days and now.
I used to fish with the writers and artists, drink
with them, and even baby-sit with their kids for them, and with all
the fuii somehow the work got done, and though by no means everything
got printed that thus got planned and even paid for, the law of
averages seemed to work out in such a way as to cover breakage and
leave everybody happy with the results.
(Gingrich, 1971, p. 16.)
Singularly, it was his friendships with Ernest Hemingway and F.
Scott Fitzgerald that engaged Gingrich's imagination meat.

He devotes
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more space and care in Nothing hut People to Hemingway and Fitzgerald
than he does to any of the other writers for Esquire.

The Gingrich-

Hemingway/Gingrich-Fitzgerald relationships involve a good deal of literarv gossip, and which relationship was "better" is still unclear.
Gingrich, however, was more enchanted with Fitzgerald's life and work
than he was with Hemingway's.
Hemingway's friendship with Gingrich helped to account for
Esquire's big-name contributors, but it also apparently gave Gingrich
genuine personal satisfaction.

The relationship started by correspon

dence in late 1932, and during the spring of 1933, they were writing to
each other extensively about literature and literary men, particularly
Joyce, Pound, Sherwood Anderson, Gertrude Stein, D. H. Lawrence, and
Ring Lardner.

(Baker, 1968, p. 308.)

When Gingrich first wrote Heming

way about Esquire, he described it in terms that Hemingway could appre
ciate.

It was not to be a "sissy journal," but one that would have

"ample hair on its chest and adequate cojones."
118.)

Hemingway, 1961, p.

At about this time Gingrich was also sending Hemingway clothes

photographed for advertising for Apparel Arts. ^
The relationship solidified after Gingrich met Hemingway in
Captain Cohn's book store; it expanded when Gingrith was invited down
to Key West to fish, and it ended when Gingrich joined, as he calls it,
the "Ex-Friends of Hemingway" crowd in about 1941.

He was virtually

out of touch with him that last twenty years of Hemingway's life.

The

end of the relationship concerned a thousand shares of Esquire-Coronet,
stock, which David Smart hac
w<int public on the stock market.

ihc
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In 1938 the shares dropped from
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sixteen to seven dollars, and Hemingway held Gingrich responsible.
Later he regarded Gingrich as a "con man."

(Gingrich, 1971, p. 87.)

Wien Hemingway agreed to write short, non-fiction pieces for
Esquire, Gingrich agreed to pay him twice as much as to any other con
tributor.

In fact, Gingrich paid Hemingway two-hundred fifty dollars

for each sporting letter or short story but made an exception for "The
Snows of Kilimanjaro," paying him a thousand.

And, two-hundred fifty

dollars per article was nice pocket money, given the Depression, even
though it was "chicken feed," according to Leicester Hemingway.

How

ever, it was Esquire money— $3,300— advanced to Hemingway against future
articles that facilitated his purchase of the Pilar. ^

Hemingway's

articles were to be open-ended:
"Letters" that were to be plainly labeled as such, from wherever he
happened to be and about whatever he happened to be doing, whether
fishing in the Gulf Stream or hunting in Africa or whatever and
wherever, and all it would be or pretended to be was journalism, and
not belles lettres. Not, surely, at our prices.
(Gingrich, 1971,
p. 272.)
Evidently it was a freedom to write as he wished for Esquire that
pleased Hemingway:
In dealing with his copy for the magazine we had always operated on
the basis that I would make no changes of any kind, but would sug
gest changes by wire or telephone, only if impelled to do so by
considerations of libel, invasion of privacy, or obscenity.
(Ging
rich, 1971, p. 277.)
Hemingway respected Gingrich's editorial advice and chartered
p'anes for him to fly to Bimini for consultation on literary matters
and fishing.1^

I:: was during one of these editorial consultations,

according to Carlos Baker, that "he also told Gingrich with almost
childish gratitude that he was the 'one guy' in all the world whom he
trusted 'completely, ail the way around' for honest opinions about
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writing."

(Baker, 1968, p. 367.)^

The trust was particularly

strengthened after Hemingway sent Gingrich his To Have and Have Not
manuscript and Gingrich flew down to "do battle" with him because Dos
Passos, Grant Mason and his wife Jamie (who later became Gingrich’s
wife) were clearly libeled in the book.
sections of the Have section.

He got Hemingway to kill large

(Gingrich, 1971, p. 277.)

The Gingrich-Hemingway friendship died slowly, from 1941 to
1958.

Of the close, Gingrich says this:

If friendship is scored in acts of befriending, then Ernest was way
ahead of me. He was a far better friend to me, if I keep the score
card absolutely straight, for many years, than Scott was. . . . I
was always helping Scott and Scott was always needing help, end I
somehow always found, or made, the time to help him, even when I
was in some pretty bad jams myself. But Scott and I were friends
until he died, and would be now, I am morally certain, whereas Hem
ingway and I were no longer friends after, well, come to think of
it, after about when Scott died.
(Gingrich, 1971, p. 243.)
Esquire was Fitzgerald's last home.

When he could no longer write

stories of young romance, Gingrich's friendship and counsel led him to
abandon his audience in The Saturday Evening Post.

After leaving the

Post, the material Fitzgerald submitted to Gingrich was "The Crack-up"
series.

(Gingrich, 1971, pp. 241-44.)

(The personal relationship

between Gingrich and Fitzgerald is developed at length in Chapter V.)
John Dos Passos, another major contributor, became a member of
Hemingway’s Key West fishing mob and as such a member met Gingrich on
one of the fishing expeditions.

Even though Hemingway got Gingrich to

buy some of Dos Passos’s material, Hemingway enjoyed playing Gingrich
off against Dos Passos, if Dos Passos later accounts can be believed.
Whether Hemingway really thought Gingrich was a good ed. or may be dis
puted.

Baker builds the case that Dos Passos did not like Gingrich.
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After quoting incompletely from Dos Passos's book The Best Times, Maker
thinks that Gingrich was being duped;

"Old Hein, still playing his edi

tor like a prize marlin, assured Gingrich that he and Dos Passos both
thought him a 'very good guy' and the only trustworthy editor they had
ever seen."

(Baker, 1968, p. 344.)

Gingrich, however, has his own view of his relationship with
Dos Passos:
There was never any falling out between me and Dos Passos. As far
as I knew, he and I always got along fine, though Hemingway always
told me that Dos didn't like me and that it was only through him
self that I got material from Dos.
I always doubted that, but ref
erence to me in some of Dos Passos's memoirs would appear to con
firm it. (Letter. Arnold Gingrich to CAB, April 25, 1973.)^^
Ezra Pound was a good friend of the magazine, even though Ging
rich never met him.
George Antheil.

Pound put Gingrich in touch with e.e. cummings and

Pound also suggested to Gingrich Westbrook Pegler,

Henry V. Miller, William Carlos Williams, and T. S. Eliot, but none
ever appeared in the magazine.

(Letters.

Ezra Pound to Arnold Ging

rich, January 30, 1935; March n.d. 1935; April 24, 1935.)
Among other writers with whom Gingrich shared conversations and
drinks were H. L. Mencken, George Jean Nathan, Theodore Dreiser, Paul
de Kruif, Burton Rascoe, and Sinclair Lewis— although Lewis did not
come to Esquire until 1945.

Mencken and Nathan, the Smart Set editors,

brought some major contributors to Esquire:

by Mencken— Dreiser and

Fitzgerald; by Nathan— Edgar Lee Masters and Sinclair Lewis.
In the first issue of Esquire Gingrich established the broad
editorial stance which the magazine retained throughout his stewardship.
This broad editorial point of view allowed Gingrich to adopt fiction
and features 'without worrying about losing circulation, and it also
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allowed Smart his claim that Esquire had no editorial policy.

Even

though Esquire never adopted a fixed editorial policy, the magazine
regularly featured a predictable formula of contents.
Esquire's editorial page, page five in each issue, best
revealed its broad intent and iJentified the audience it would address.
In the Autumn issue of 1933, the first issue, Gingrich wrote:
Esquire aims to become the common denominator of masculine
interests— to be all things to all men. This is difficult to
accomplish, all at a crack, and we would be foolish to expect to
work out the formula down to the last detail, in the first issue.
(Esquire, Autumn, 1933, p. 5.)
What Gingrich meant by "the common denominator of masculine
interests" is a phrase he never defined or explained in his later edi
torials, but taken in the context of the entire magazine, it would
today be labeled sexist, particularly because of Esquire's cartoons,
drawings, photographs and articles on sex-related topics.
carried a weighty measure of sports.

Also Esquire

But generically, by title and by

content, Esquire was a man's magazine in that its appeal was to man's
"maleness."

Gingrich simply meant, one would assume, that Esquire's

"masculine interests" were those interests so basic to the male psyche
that they would resist social or cultural change.
Form reinforced and followed function in the "male" format of
Esquire:
In page layouts, typographic dress, and general make-up we have
tried to allow this magazine to take on an easy natural masculine
character— to endow it, as it were, xjith a baritone voice.
It
would have been easier, to be frank, to follow the much fancier
handling that characterized so many of the general magazines, that
are calculated to captivate the woman reader. . . . (Esquire,
Autumn, 1933, p. 5.)
Further,
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Lt Vs our belief, in offering Esquire to the American male, that we
are only getting around at lrst to a job that should have been done
n long time ago— that of giving the masculine reader a break. The
general, magazine, in the mad scramble to increase the woman readership that seems tc be so highly prized by national advertisers, have
bent over backward in caterirg to the special interests and tastes
of the feminine audience.
This has reached a point, in some of the
more extreme instances, where the male reader, in looking through
what purports to be a general magazine, is made to feel like an
intruder upon gynaecic mysteries. Occasionally, features are
included for his special attention, but somewhat after the manner
in which scraps are tossed to the patient dog beneath the table.
(Esquire, Autumn, 1933, p. 5.)
As a statement of editorial intent and as a declaration of what
constitutes good male reading, this metaphoric statement may be ambigu
ous.

But it does imply what the literary content of Esquire had become—

daring in comparison to the kind of fiction and reporting of general
magazines like The Saturday Evening Post, and particularly women's maga
zines like Good Housekeeping, Woman's Home Companion, Ladies' Home Jour
nal, and McCall1s among others at that time,
Indeed, "gynaecic mysteries" were the staple fiction in the
women's magazines; like much mass-magazine fiction in general, this
kind of fiction "made a specious sentimental appeal, provided an illu
sory never-never land of incredible slickness and glamour, inhabited
only by impossibly beautiful girls and incredibly handsome men."
1971, p. 124.)
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(Wood,

Real women, of course, would not have been taken in

by this kind of Victorian PR job which intended to keep them in their
kitchens. ^

It was in reaction to this usually inferior writing,

insipid subject matter, and conservative morality that Gingrich saw
Esquire "giving the masculine reader a break."
In soliciting manuscripts for Esquire in the spring of 1933,
Gingrich compared Esquire to Vogue and Harper's Bazaar, two distinctive
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women's class magazines, "heavy, many-paged periodicals, opulent in
appearance, colorful, luxurious [andj . . . sacred to fashion."
1971, p. 127.)

In a standardized letter he

(Wood,

ant to F. Scott Fitzgerald,

Alexander Woollcott, and most likely others, Gingrich began:
I am writing to see if you would like to join Ernest Hemingway
and John Dos Passos in contributing to the first issue of a new
quarterly magazine for men. The magazine sets out to be the equi
valent to the American male, of what Vogue and Harper's Bazaar are
to the female.
But I hope that doesn't make you think that it will
be at all like Vanity Fair. It won't.
It aims to have ample hair
on its chest, as well as color in its cheeks.
(Letters. Arnold
Gingrich to F. Scott Fitzgerald and Alexander Woollcott, April 29,
1933.)
Vanity Fair was a "chic monthly which gave attention to art, the thea
tre, literature,” and had a "definite appeal to men."
257-58.)

In 1936 Vanity Fair merged with Vogue.

(Wood, 1971, pp.

What Gingrich undoubt

edly meant in his letter that Esquire would have class but not what he
might: have called "refined sophistication."

(Again, here one sees

Esquire as the etiquette book for men's fashions and how this part of
the magazine dominated its public image, an image that would prevail
over all of its liberal, intelligent, or caustic editorial features.)
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Further, on the issue of the female audience, Gingrich says
that his quarterly would not attempt to alienate women readers:
What we can't figure for the life of us, is why women-readership
should be valued so highly as to make a step child out of the inter
ests of male readers. This is one magazine that is going to try to
be general, but is determined to stay masculine.
"Selling the wife"
is an important job, but certainly not one that has ever suffered
for the lack of help from us.
(Esquire, Autumn, 1933, p. 5.)
Gingrich also stressed in the first editorial the priority that
humor, particularly the colored cartoon, and fashion would have in
Esquire.
that

And, on the issue of fashion, Gingrich informed the readers
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Esquire aims to be, among other things, a fashion guide for men.
But ?t never intends to become, by any possible stretch of imagina
tion, a primer for fops. We have been studying men, men's clothes,
for many years, and we have come to the conclusion that the average
American male has too much inherent horse sense to be bothered very
much by a lot of dress rules that nobody but a gigolo could possi
bly find either time or inclination to observe. On the other hand,
we feel that men have long since ceased to believe, that there is
anything effeminate or essentially unbusinesslike about devoting a
little care and thought and study to the selection of clothes.
(Esquire, Autumn, 1933, p. 5.)
Like its literature, Esquire's fashion advice would be "hairy-chested."
From this uncertain first editorial Gingrich would later expand
on and restate Esquire1s purpose.
stated:

In the fourth editorial, Gingrich

"Esquire stands for anything that will afford amusement to men

of intelligence," woodsmen or Ph.D.'s.

(Esquire, March, 1934, p. 5.)

In a tone of irony, Gingrich later wrote:
magazine to he is respected.
resp.cl for the Atlantic."

We'll take love or hate, but save the
(Esquire, September, 1935, p. 5.)

stressing the magazine's liberal pose:
in every sense of the term.

"The last thing we want this

Again,

"Editorially it is broad-minded,

It has only one fixed editorial policy and

that is a devotion to gradual, but constant change."

And this broad

mindedness was approached "with a permanent broad grin."

(Esquire,

v'.auuary, 1937, p. 5.)
This liberal pose gave a prudish audience ample ammunition for
attacking Gingrich and Esquire for dubious morality in content and
intent.

Gingrich evidently relished rebutting the kind of inane criti

cism which came back again and again in "The Sound and the Fury," the
letters to the editor section.

A good example is this editorial in

which Gingrich disarmed the complainants by claiming that Esquire's
'moral tone, or rather, its . . . lack of one" is a product of an
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immoral age.

Gingrich's reply:

"First., we believe in the home, along

with marriage and babies and books and Bach and fishing and other
eternal verities that light our otherwise dreary lives."
June, 1936, p. 3.)

(Esquire,

But Gingrich went on to say that the home is an

institution strong enough to withstand the attack of a few Esquire car
toons.

Second, those who write of immorality and Esquire, Gingrich

writes, at once "betray a two-fold ignorance":
To condemn Esquire as a wicked magazine is to confess a super
ficial acquaintance with it. . . . The point, not to labor it
unduly, is simply that Esquire, like the use of paint and powder,
cigarettes and liquor, is a spreading habit that is not, in itself,
either moral or immoral. Like these other habits, it is a frankly
nonessential adjunct to the adult enjoyment of present day living.
It is no better nor worse than the people into whose hands it falls.
(Esquire, June, 1935, p. 5.)
He concluded the editorial by chiding the "old ladies of both
sexes," asserting that Esquire's cartoons are to its contents as cos
metics are to a woman's personality:
Esquire's cartoons are simply the twinkle in its eye and the
smile on its face. But these are characteristics, unfortunately,
that the Puritans have always shown a chronic inability to appre
ciate. Puritans for the past two hundred years have been at odds
with the age. It would be news if they were not now at constant
odds with Esquire . (Esquire, June, 1935, p. 5.)
Resic

this single editorial devoted entirely to deflating a

kind of criticism that Gingrich never took too seriously, other editori
als fraquentlv returned to this theme, with Gingrich saying the maga
zine. was not. edited for Boy Scouts, Campfire Gi-rls, Federation of
Women's Clubs, or deacons, although it would do the latter well to read
the magazine seriously from cover to cover.
In a promotional booklet which was used in soliciting advertis
ing, Gingrich discussed the "adult" label Esquire acquired:
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Esquire is an adult magazine. Adult is not a synonym for dirty.
Those who think it is are probably people who have never encountered
the word except on movie marquees, the weeks they read "For Adults
Only."
But adult really means wholesome, in the best and broadest
sense of the term. To possess an adult viewpoint is to possess the
ability to see life unblinkingly and to see it whole. Esquire is a
wholesome magazine, in the best and broadest sense of the term.
Esquire treats as legitimate subject matter all the normal acti
vities of civilized adult life.
Its only aim, in treatment of its
subject matter, is amusement. The ability to find equal amusement
in all aspects of modern living is, after all, the mark of the
civilized man. Here again, we use a word in its best and broadest
meaning. Esquire finds amusement everywhere, in everything. But
Esquire is "amused" thoughtfully, intelligently, and on a high
intellectual level, much as that most civilized of modern men,
Henry Adams, was "amused," in his Education of Henry Adams, by the
multiplicity of life around him.
And,
It’s
somewhat
vou have
1971, p.

flippant, cynical, frequently superficial, and sometimes
brash in its sophistication. Perhaps that’s why some of
told us that you "don't want it in your home." (Gingrich,
112.)

Although Esquire's primary purpose was to entertain, its seri
ous side seemed to attract serious established writers.

Paralleling

its liberal pose in terms of popular culture was a liberal political
stance supporting Roosevelt, condemning Hitler, Mussolini, dictators
everywhere, and attacking racial and religious prejudices generally.
Gingrich did not dodge the gravity of the terror of totalitar
ian regimes in Europe, and his anti-war editorials in Esquire were not
abstract and routine; he regularly attacked war-mongers and advised his
readers to read with care, among others, such articles as "Notes on the
Next War" and "The Malady of War" by Hemingway, Dos Passos's "Introduc
tion to Civil War," John Gunther's "Men about Hitler,” and similar
articles by e.a. cummings, Thomas Mann, and Bertrand Russell, all of
which appeared in the magazine.
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Responding Co a reader's complaint that Esquire was "pacifistic,
Gingrich wrote:
But of late, we will admit, we have been guilty of a consistent
and
persistent iteration on one subject, the threat of war.
It's
the one conscious cacophony in the magazine's orchestrations, the
one
intentionally sour note.
But the threat of war is the one sour
note in the whole world symphony right now.
All other troubles are
mere minor strains, that may be expected to progress, as the tune
goes on, into a happier key. But war means that for all of us. . .
So the magazine will go on dedicating itself to amusement and
entertainment, begging exception from its policy only on this one
subject. There's nothing else, including itself, that the magazine
takes very seriously.
(Esquire, November, 1935, p. 5.)
Gingrich then went on to predict the American involvement in another war
Some six months later in May, 1936, Gingrich soberly wrote of
political instability in Europe:
The time is approaching, if it is not already here, when civil
freedom will be confined to the English-speaking world. France
sooner or later will be scared into Fascism. Spain vibrates
between dictatorships of Right and Left. The neighbors of Germany
and Italy, always excepting doughty Switzerland, must soon be
forced to curtail individual liberty to its wartime minimum,
whether war comes next week, next year, or next decade, so long as
the dictatorship nations are not gelded of their war-making potency.
That this needed sterilization-surgery has not been performed, and
is unlikely to be performed, and is unlikely to be performed in
time, may be laid to the fact that the liberty-loving peoples are
made passive by their privileges. A free country is like home,
"the place where we grumble the most and are treated the best."
And what have these sober platitudes to do with laughter-loving
Esquire, least political of magazines? Well, they arise out of the
reflection over the fact that our March issue was confiscated in
Austria as being personally offensive to Prince von Stahremberg.
That same month, on the other hand, The American Mercury was not
barred in the United States, though it contained an article by
Mencken that must have approached the zenith in being personally
offensive to Roosevelt.
Esquire, as an American magazine, reflects the American belief
in every man's right to go to hell after his own fashion. We
believe in a private life, to be misspent if desired, as opposed to
an ordered existence as a mere cog in the machinery of an almighty
State. We hate war, fascism and communism equally and alike,
because each of these three things regiment us out of our present
reasonable and relative right to do as we please. This attitude,
natural to those who have never known oppression in their lifetime,
is strange and incomprehensible to European extremists of both
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Right and Left.
It is as hard for a Stalin as for a Stahremberg to
understand what a Roosevelt has known since knee-pants days:
that
we treat our politicians like our pugilists, and that we boo both
of them the loudest after they have reached the championship class.
(Esqulre, May, 1936, p. 5.)
Obviously, Gingrich was keenly aware of the tyrannical sickness
in Europe and the strong probability of another war.

For a magazine

wivich editorially took little seriously, Esquire expressed no facile
optimism or ambivalence toward European despots.

Gingrich’s style may

appear subphilosophical, but the tone of the analysis seems appropriate
to his audience.
Gingrich's editorials during the year of 1937 and 1938 became
grimmer as peace in the world became more threatened.

In the March,

1938 editorial which Gingrich wrote on the Twelfth Night after Christ
mas, he made some Christmas wishes that again reflected, among other
things, an international concern for world peace:
We wish the Spanish Government would beat the bedab out of Gen
eral (Panty-Waist) Franco before Easter, so that Puppeteers Mus
solini and Hitler might enjoy the pause that refreshes the memory
and sobers the ego. And if you don't think that's a kindly enough
wish for Twelfth Night we'll just double it by wishing that the
Chinese would ditto the Japs,
We wish that Woodrow Wilson might have lost the War; if he
could only have won the Peace.
We wish the National Manufacturers' Association and the Liberty
League and the Women Investors of America and the C.I.O. and the
A. F . of C. and the D.A.R. would one and all remember just how lousy
things were five years ago, and how close we were to revolution,
and stop horsing around until we get that close to it again.
But we can't bring ourselves to wish for war, even hypotheti
cally, although the excessive nationalism that is half of what's
giving the world its present headache, would probably melt away
like a snowball in the hell of a major war among nations.
In other
words, the nations would end, as nations, before the war would.
We wish, then, for a calamity of catastrophic proportions, to
purge the world of its present hates and bitternesses through pity
and fear.
(Esquire, March, 1935, p. 5.)
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Later that year Gingrich again brought before the Esquire audi
ence the stupidity of war, but this time he wrote from an obviously
ironic point of view:
This is
ffon in August, to achieve print in mid-beptember.
•■'3 xu is written, what has cynically been known for the last two
years as world peace is even less peaceful. The Japs are still
trying as bloodily as ever to make the Chinese feel friendly toward
them, Franco is still using Mohammedan Moors as missionairies in an
endeavor to Christianize Spain, while Russians and Japs are using
tanks, artillery and planes in a determined effort to preserve, the
peace on the Manchurian frontier.
(Esquire, October, 1938, p. 5.)
Given Gingrich's prolonged and usually solemn foretelling of a
coming world war in his editorials and through articles he selected for
Esquire, there is a conspicuous absence of anti-war editorials through
out the year 1939.

However, in the December, 1939 editorial Gingrich
s;>.
came back to that one recurrent theme:
Every year since 1933 Esquire has sounded in no uncertain terms its
hatred of war, and we have not yet seen fit to change our tune on
that score. When this war was only a cloud no bigger than your
hand, on the far horizon, we began talking about it. We ran a lot
of material about war long before the subject was on everybody's
tongue. Now that it's on almost every printed page you pick up,
we'll probably run a lot less. For the general gloom deepens, the
need for laughter grows, and Esquire's most becoming role is one of
comic relief.
(Esquire, December, 1939, p. 5.)
This editorial was to be Gingrich's last major anti-war state

ment between December, 1939 and December, 1941, the date on which this
study concludes.

Again, whenever Gingrich wrote anti-war editorials,

he frequently glossed them or directed the Esquire audience to intelli
gent and critical articles, and sometimes stories, within the contents
of the magazine.
Concurrently with the numerous anti-war editorials, Gingrich
occasionally articulated liberal political attitudes including even a
forthright endorsement of Democrat politics and President Roosevelt.
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Any statement of a political nature were usually made with accompany
ing social or cultural views and

wptp

marked by tolerance and the gen

erally optimistic mood of the New Deal.
Voicing a liberal stand in politics in bio editorial'- was
recurrent fare; however, Gingrich's concern for publishing good writing,
particularly fiction, took up more editorial space than any other topic.
The main thrust of his literary crusade was to inform, convert, and fre
quently harangue his audience for its insipid literary tastes.

These

outbursts were prompted, no doubt, by letters he received, some of
which appeared in "The Sound and the Fury," complaining that most of
Esquire's stories were too "modern."

Gingrich devoted an entire edi

torial to this problem in the January, 1935 issue.

Quoting his January

1934 editorial, Gingrich reasserted that Esquire would not publish the
formula stories that appeared in slick magazines.

He then went on to

describe fiction in popular magazines and how Esquire was attempting
and achieving a legitimate literary identity:
Well, okay, says you, but how about the goofy endings? . , .
There are various levels of magazine fiction. The lowest is the
straight formula stuff or Type I, meaning, for the most part, re
writes of the story of Cinderella. The general pattern runs like
this: a. bring 'em together; b. tear 'em apart; c. bring 'em
together again.
A cut above, this level is the manufactured or synthetic story,
with stock characters put through the paces of routine plot situa
tions. This is Type II. The pattern, in this case, is slightly
more, complicated, running like this: a. the narrative book, mean
ing a beginning in the middle of things, usually with the charac
ters in an odd, surprising or awkward situation; b. the exposition,
which goes back to the beginning and explains how the characters
got into the situation in which you met them; c. the "sock-spot,"
being the climactic portion of the opus, where the author (or chef
or manufacturer, as you prefer) puts in the element of suspense, or
the aphrodisiac, or other plot complication; d. the trick ending,
running directly counter to the expectations raised, or implica
tions raised, or implications given, by part c. The leading

manufacturer in this field, at the moment, is Mr. Damon Runyan who
knows a good thing when he's got it.
Now, above these two levels of machine-made formula fiction
lies the field of Type III, the character-integrated story, in
other words, the story whose plot, or lack of plot, is an integral
and inevitable outgrowth of the honest depiction of individual
character. This Is the best story, in. that this is the kind of
story, alas, whose ending is as inconclusive as that of life itself
-ften than not, with little accomplished and
nothing proved.
If Esquire were a literary magazine, it would run nothing but
Type III. If it were a women's magazine, it would run almost
nothing but Type I. But being what it is, a magazine for the lit
erate but not necessarily the literary, for the intelligent but not
necessarily the intellectual, it must try to provide, every month,
a balanced bill of fictional fare made up of the best available
selections from Types II and III. And, inevitably, in a magazine
for intelligent adults, the selections from Type III must
predominate.
(Esquire , January, 1935, p. 5.)
Crit icism of Esquire *s modern fictional fare continued and
prompted Gingrich to write later that year that he would invent a
device that would automatically signal the ending of a story or article.
If readers persisted in their criticisms he would try another invention:
After that, if there are still a lot of protests about the amount
of labor involved in wading through a copy of Esquire, we'll have
t: see what can be done about inventing an automatic reading
machine. Perhaps by combining the principles of a player piano, a
ohonograph and a radio, we could find some way for the magazine to
read itself to you.
But xve're not promising.
(Esquire, May, 1935,
p. 5.)
Next month came the dingus:
This little device is calculated to reduce the mind-strain of those
readers who find it difficult to believe that we have not selfishly
held out, for our own enjoyment. When you come to the end of an
Esquire story, these readers tell us, there are two things you can
do. One is ‘o hunt around in the vain hope that the story may be
continued on some other page. The next is to tell the editor just
how you feel about it and him and these amateurish endings and the
dizzy state of modern literature in general and Esquire’s new
fangled stories in particular.
In answer we can only say . . .
that the modern short story is not an Esquire innovation. But the
dingus— all there's an Esquire innovation for you! So now, if you
don't know when a story is ended, don't ask us (if you don't think
the authors know when their stories are ended, how do you expect us
to know?) hut just look for the dingus.
If it's there that means
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the whistle has blown and the author has laid down his pen— which
is no longer a signal for you to pick up yours.
It looks like
this:
(Esquire, dune, 19 35, p. 5.)
Gingrich's contempt for the mediocre mind is a theme he
returned to time and again from 1935 through 1941.

In the January,

1940 editorial he lamented that as Esquire's editor he first had to
label the contents— article0

riction, sports, anu

tortn, so that

readers could identify what they read.

Next, the dingus was imple

mented to signal the end of a feature.

In this editorial he registered

among the devices to reduce "reader mind-resistance," another Esquire
innovation, the Esquire prescription for good reading, "R^.."

He wrote:

You will notice; for the first time on this, or for all we
know, on any other Table of Contents Page, some little bang-tailed
capital R's, like the traditional prescription symbol used by doc
tors and druggists.
These little Rx 's are to our Table of Contents as the head
waiter's recommendations are to a menu card. No less and, we has
ten to add, no more. They don't mean that the items flagged are
necessarily the best in a given issue. They might not mean that
even if we tried to make them mean it, which we don't. But they do
mean that in a given issue of Esquire these are the items that we
personally feel are most likely to appeal to the greatest number of
readers, and that they are, accordingly, the ones that we would
most hate to have you miss.
(Esquire, January, 1940, p. 5.)
In spite of Gingrich's claim that R ^ s may not have flagged the best in
Esquire, few second-rate stories or articles were given prescriptive
recognition.

Some of the writers who were prescribed included F. Scott

Fitzgerald (most of the Pat Hobby stories), Dana Doten, Raymond Gram
Swing, Jesse Stuart, Thomas Wolfe and Gilbert Seldes.
One would think from all these rather condescending and brashly
witty "inventions" that Arnold Gingrich held a rather high opinion of
himself, and yet during Esquire's early boom years he once referred to
himself as David smart's'literary and esthetic valet."

(The Literary
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Digest, October 31, 1936, p. 43.)
by servility, however.

His service to Smart was not marked

Loyal Gingrich was, but his loyalty was an

inseparable part of a friendship and like-mindedness by which each man
mutually profited, a friendship which reinforced commonly held political
views, particularly the necessity of freedom from stupifying morality
and social restraints.
Whatever the common ground Gingrich and Smart shared generally,
the question of what the "literary" contbeen seemed to

or,-

of Esquire ought to have

territory to Smart.

Smart was publishing a

's-consumer-entertainment magazine, and he knew that "sexy drawings
sold the magazine.

The quality of reading matter was of little impor-

tance; it could even be good."

(Levin, 1950, p. 77.)
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Because of

Smart's indifferent attitude, Gingrich enjoyed virtual freedom in
establishing the literary flank for Esquire.
Louis Zara, who for a time was the final reader of manuscripts
for Gingrich, explains Gingrich’s predicament at the time this way:
The literary content of Esquire was generally very good for its
time and as high as A.G. could make it. I believe that he ear
nestly tried to get the best. His problem was, again this is my
belief, Dave Smart.
The only story I ever had rejected outright by
A.G. was "The Citizener" because of its Jewish content, to which
Dave, not A.G., had objected.
It was a source of satisfaction to
me, naturally, that this little story, published by Louis Adamic’s
Common Ground, has been reprinted over a dozen times and still pops
up in anthologies. Many of the Esquire stories were picked for the
O'Henry and O'Brien collections. A number that I recommended during
mv tour of duty as Final Reader achieved similar acclaim; A.G. said
that Dave, in one of his "moods," held that against me, i.e., I was
picking "literary stuff." But . . . A.G. was, to my knowledge, the
final judge, and was proud of every recognition he could give to a
new writer or to a fine story.
I'd say that Gingrich was a top
editor.
I wish there were more like him.
(Letter. Louis Zara to
CAB, August 16, 1972.)
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Gingrich, over all, enjoyed and enjoys a fine reputation among
most writers.

Here is a collection of imyrressions and appraisals of

Gingrich by some writers who were published in Esquire 1933-1941:
Never met him. Seemed competent.
CAB, May 14, 1972.)

(Letter, Hanson Baldwin to

Have great admiration for him as editor, of course. He was one
of the first to publish my short stories.
(Letter, Erskine Cald
well to CAB, April 24, 1972.)
I always though of him as a rather discerning editor with good
taste, liberal in his artistic and political opinions.
(Letter,
Jack Conroy to CAB, August 2, 1972.)
Above all— courteous. He always wrote me personally, whether
an acceptance or not. But if it was a rejection he would honestly
say why.
(Letter, Parke Cummings to CAB, June 14, 1972.)
I had a good opinion of him [Meyer Levin] and Arnold Gingrich,
neither of whom I met more than a few times. I saw Gingrich once
in his office, and a few times at his home. On one occasion he was
host to Ralph Bates who was going around the country raising money
for the Spanish Loyalists. There was a reception at the Gingrich
house, a benefit to raise money.
I was told that 0'
,.ch had
offered to match whatever was contributed bv the other guests. I
have no idea whether the report was accur
ur not. Another time
he and Mrs. Gingrich gave a party for Julie Hayden and Eddie Dawling and the other members of the cast of The Time of Your Life. I
ran into Gingrich last year on a plane from Chicago, when I learned
that the Mrs. Gingrich T knew then had died, some time ago.
(Letter, Peter DeVries to CAB, May 9, 1972.)
A success bov.
1972.)

(Letter, James T. Farrell to CAB, September 14,

The Gingrich editorial creation has proved to be more enduring
art than most American magazines.
(Letter, Herb Braffis to CAB,
August 27, 1974.)I
I think warmth, honesty, humility, as well as being most urban
[sic] and sophisticated were some of the qualities that made Arnold
Gingrich a favorite with the "big" writers of the time. A favorite
too, of manv writers, who did not become famous. In my travels
across the country, I continually meet newspaper men— usually inter
viewing me on my college campus appearances— who speak warmly of
Gingrich, tell me that they never received a "form" rejection slipalwavs a letter discussing the manuscript, the reasons it was "not"
for Esquire etc.
(Letter, John Groth to CAB, October 18, 1972.)
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Arnold Gingrich is the most brilliant magazine editor in Amer
ica. He never rejected one of my stories and he never changed a
single word. For Esquire, Coronet, and Ken I must have done 100
stories for him.
(Letter, Manuel Komroff to CAB, June 7, 1972.)
I met Gingrich over the years, three of four times, away from
the office, at gatherings.
He was certainly a fine editor the
first few years of Esquire. It was a very good literary journal
with top graphic artists. The present Esquire is high sounding
crap, and should not be connected with the original version. The
fault may not be Gingrich's; the magazine world has changed and a
good magazine for the general public will not sell.
I celt Gingrich (any my impressions were fleeting ones in pub
lic ga:herings) was a kind of a snook, with the high hopes of run
ning with class; so all the talk of fishing, pipe-smoking, a good
set of threads, and antique cars. He was a facade I felt, but
could have been a great editor in another setup. He appeared a
likeable man, and wanting so much to be well liked, like the sales
man in the Miller play. I never submitted anything to him after
the four stories they bought, as I turned to writing novels, so I
had no contact with the magazine after the 1940's.
(Letter,
Stephen Longstreet to CAB, September 8, 1973.)
About Arnold Gingrich— I never worked actually with him myself
on any of my stories for the magazine, but I have a high opinion of
the quality of the magazine and since his name is on the masthead,
he must have some credit for it.
(Letter, Irwin Shaw to CAB, May
9,

197 2 . )

One of the greatest I've ever known. Also, a very fine writer.
Incidentally his background is German Amish.
(Letter, Jesse Stuart
to C.AB, June 6, 197 2.)I
I regarded A.G. as a very astute editor. He had an apprecia
tion of the writer as creator and seldom tampered with any script
he. bought.
I recall that he told me he had altered a few para
graphs in "No More Trouble for Jedwick," Louis Paul's story, later
to become celebrated, and was troubled that Paul would be upset.
My own stories he seldom, if ever, altered in the least. A.G. was
obviously a top diplomat in handling Dave Smart, Hemingway and a
host of other mavericks, but he was always sensitive and unassuming
(Letter, Louis Zara to C.AB, August 16, 1972.)
In most instances these writers can be taken at their word.
However, there are matters of personality and matters of Esquire1s his
tory that enter here.

Erskine Caldwell, for example, came to the maga

zine through his agent and aid not know Gingrich personally at the time
As for the "personal" rejection slips of which Parke Cummings and John

78
Groth speak, they were eventually a canard.

(The Esquire correspon

dence files show that Gingrich [or Levin] did indeed send out hand
written rejection slips; nonetheless they were not all in Gingrich's
own hand.)

James T

Farrell's pithy "a success boy" may be accounted

for by the fact that Farrell was not invited back to write book reviews
for the magazine after having started that department in the pilot
issue.

At first reading, Komroff’s response would appear to be ironic

sin -e Korarcff was a personal friend of David Smart, Smart titled his
magazine, Coronet, after Komroff's novel of the same name; further,
Komroff was the champion contributor to Esquire during this period, and
his stories were artistically sound— winning several awards.

Stephen

Longstreet contributed four stories to Esquire before he left, finding
Gingrich's sudden cautious editorial policy of 1938 uninviting.
Gingrich first said in 1939, and later repeats in Nothing but
People, that he had a Jeffersonian concept of the ideal editor:

"He

edits best who edits least."

And

(Esquire, September, 1939, p. 5.)

judging from the testimony of the writers— with exceptions already
noted— like Louis Zara, Meyer Levin, and Manuel Komroff and Gingrich's
association with such writers as Hemingway, Fitzgerald, cummings,
Dreiser, and others, who would not tolerate much editorial revision, it
seems apparent that Gingrich rarely deviated from this dictum.
During his second round with Esquire, Gingrich had to relearn
the lesson that made him the noted editor which he became in the 1930's
rather than dampening the "freshness, enthusiasms, daring, and inven
tiveness" of the editorial staff of the late 1950's, he realized and
articulated once again that these were the yery qualities that made
eariv Esquire the "talked about magazine":
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This is a secret :hat. all editors can learn, but there are
always some who would rather be right than successful. The hardest
n o r f
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letting what y~u do know keep you from finding out what you don’t
know.
(Gingrich, 1971, p. 213.)
Gingrich restated here a common theme in his early Esquire
editorials:

caution, the basic flaw of editors.

In a by-line, "Why Is

an Editor," in Mothers1 Aid Message (1935) published by the University
of Chicago, he wrote at length how Esquire’s early success resulted
from its out-spoken editorial policy:
The occupational disease of editors is caution. The disease
reaches an advanced state only after a magazine has become commer
cially successful.
New magazines start out with a fine determination to be "dif
ferent"— else why start out at all? Then, once the success of the
venture is apparent, what began as a gamble continues as a business
property, and the first, fine, careless rapture, the reckless aban
don that was the very thing that brought success evaporates quickly.
Editors start out, like amateur fighters, doing the job for the
fun that is in it (perhaps because that’s all there is in it for
them at the beginning) and then, when a magazine begins to gather
the fair rewards, in cash as well as kudos, the editor is suddenly
a changed animal. Like the professional boxer, he becomes, pri
marily a business man.
(Gingrich, 1971, p. 216.)
Then Gingrich went on to say that magazines' editors must
change with the times, but if they change too dramatically, subscribers
and hence advertisers threaten the life of the periodical.
rial caution (editorial death) enters.

Then edito

Finally, in the same words in a

January, 1936 editorial he advised that editors ought to opt for the
darrng-to-be-different approach rather than the "cautious opportunism
of the pro,"

(Gingrich, 1971, p. 221.)

Gingrich, of course, did make Esquire a "different" magazine
from any other magazine on the market.

And, in the early years, he

used the different-magazine image to attract advertisers, the big money
in. magazine business.

In fact, by 1935 Smart could no longer obtain
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|iibel insurance from Lloyd's of London because Esquire was too litigious,
a failure that caused Smart to remark, "I know I said I wanted a maga
zine that would be different, but Jesus, not that different."
7Q
jrich, 1971, p. 263.)“ "

(Ging-

Ultimately big business advertisers did influ

ence editorial policy, and Gingrich did modify the editorial bent of
the magazine.
But from the start Gingrich had insisted that big money adver
tising would not influence Esquire's contents.

He was prepared to lose

some advertising revenue, and indeed did, because of the nature of some
pf Esquire's articles and stories.

In April, 1934, he addressed this

point:
Certain elderly members of certain boards of directors have had us
taken off certain advertising schedules, because they didn't like
some of the things we persist in printing. Well, the subscribers
come first, as far as we're concerned.
(Esquire, April, 1934, p.
5.)
Later that year, In a letter fo Theodore Dreiser, explaining
why he rejected an article by Dreiser in which Dreiser made negative
remarks about the Illinois Central Railroad, Gingrich wrote:
The reference to the Illinois Central is in no way objectionable to
us as far as policy is concerned. We want to be known as an out
spoken magazine and we have on several occasions cheerfully and
knowingly gone ahead with things that have cost us advertising
pages. But it so happens that the Illinois Central, through its
railway stations newsstands, controls a very large proportion of
our circulation.
They could, and past experiences have shown that
they in all probability would, kick us off of their stands perma
nently if we run a reference to which they could take offense.
What a writer needs and what a magazine needs is an audience and we
don't dare take a chance of losing a large portion of our audience.
(Letter, Arnold Gingrich to Theodore Dreiser, July 19, 1934.)
Gingrich then went on to say that the Illinois Central handled 2,200
issues of the July, 1934 issue of Esquire.

Further, he told Dreiser

81
that Esquire lost over $30,000 in advertising because Gingrich published
a Langston Hughes story in the April issue of that year.

Gingrich

concluded:
Badly as we need advertising revenue, and we are starving for it,
we still steadfastly refuse to let the intnrests of the advertising
department in any way affect the magazine editorially. But this is
a different matter, because it hits at the magazine's prime func
tion— that of conveying your words to interested readers.
(Letter.
Arnold Gingrich to Theodore Dreiser, July 19, 1934.)
At this point in Esquire's life, Gingrich could claim that the editorial
department was independent of the advertising department, and the case
he stated here was one of pragmatism.

The article never did appear in

Esquire.
In another editorial, he made another pitch for the magazine's
"outspoken" image; he reiterated that editorial vitality, not advertis
ing revenue, must be Esquire's primary concern:
We do want a lively magazine, because a magazine must be lively to
get talked about, and getting talked about gets circulation, and
getting circulation gets advertising. Sure we want advertising as
much as the advertising department does, because that's the fruit
on the magazine tree. But it grows on the top most bough and you
have to climb up after it. That is, unless you want to shop the
tree down. Or look at it this way. Advertising rests on circula
tion, which rests on reader acceptance, which rests on editorial
vitality. They're piled one on top of the other like the baby's
blocks on the floor. The bottom block is editorial vitality, and
on it are piled reader acceptance, circulation and advertising.
(Gingrich, 1971, p. 220.)
And to "jiggle the bottom block" would destroy the Esquire tower.
is exactly what did happen in 1937-38.

That

Smart's Ken encountered severe

resistance from the National Association of Manufacturers and from the
Catholic church.

2i

Combined with this drain on advertising revenue,

which also claimed advertising from Esquire and from the expanding
Verve and Coronet, the general Recession in the spring of 1938 seriously
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threatened Smart's publishing empire.
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The result was less nudity and

1

To be sure, Gingrich followed his editorial instincts through
to the spring of .1937 when Smart thought up Ken— The Insider's World.
Smart had hired George Seldes as the press editor, under editor Jay
Cook Allen, and using Gingrich's motto, "'What the good Lord lets happen 1 am not afraid to print,'" (Seldes, 1938, p. 498).

22

Seldes

attempted to engage the readership of "the A.F.of L . , the C.I.O., the
American Labor Party, and progressives of the West."
that Seldes go after a number of expose features:

Smart suggested

the American Legion

and big money, Franco and the Fascist press, and La Follette hearings,
among others.

(Seldes, 1938, p. 498.)

Even though these features

would naturally confront big business and thus cause advertising pres
sure.
But although Smart had assured Seldes that Esquire was safe
from advertising pressure since Esquire advertising was "seventy percent
men's clothes and twenty percent whiskey and soda" (Seldes, 1938, p.
498.) and thus invulnerable to attack, Smart soon changed his mind.
With the development

of Ken, Esquire's "invulnerability" disappeared,

and Smart demanded that any articles offensive to advertisers— mostly
those on left-wing issues, be banned from Ken, not only because Ken
could not get enough advertising revenue but also because Esquire's
advertising revenue was being adversely affected.
that he had not oniv been bar
ers but right through it.

Gingrich told Seldes

against the wall by advertising lead

(Seldes, 1938, pp. 498-99.)

Seldes gives

this anecdote as an example of the kind of paranoia or perhaps simply
business-sense caution that existed in Esquire's offices in the autumn
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of 1937:
The Esquire office classic fconcerning advertising pressure] is
about a writer who mentioned an Englishman putting plain water
instead of soda in his whiskey, "as most Englishmen do." The story
passed the editors and got into proof. At the. last minute, however,
it was caught.
"As most Englishmen do" came out, and the author
was summoned.
"Cracks like that will ruin us," one of the business
heads shouted at him.
"Do you realize what that would have cost
us? White Rock-~$50,000; Canada Dry— $50,000; Hoffmann Beverages—
don't you think when you write?" (Seldes, 1938, p. 499.)
In 1963 Gingrich gave a speech for the Association of Education
in Journalism in which he came back, to the hazards of caution in maga
zine publication.

The magazine business, he stated, is, as it was in

the 1930's, the "most hazardous of all businesses there are to enter."
(Gingrich, 1963, p. 21.)

He recalled that when he and Smart started

Esquire, one of every two hundred magazines existed for more than a
year and a half.

The danger in the magazine business, Coronet serving

as a good example, is that it is "just as fatal to be too early in this
business as it is to be too late."

Gingrich then went on to offer ten

"dares" to anyone considering the magazine business, concluding with an
endorsement for change in editorial policy:
alone."

(Gingrich, 1963, pp. 21-23.)

"Never leave well enough

He didn't.
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There are such things as ropes, scarves, etc., then there is also
gin and various wines."
(Letter, Gingrich to Fitzgerald, November
2 2,

1934.)

Then there is this note from Dreiser:
Thanks as they say, a million, for the cuff
nicely designed. . . . Why don't you exchange a
spring outfit for an article or a short story?
tise your writers as examples of your aesthetic
Dreiser to Gingrich, January 7, 1936.)

links. They are
complete Esquire
Then you can adver
influence.
(Letter,
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ly explains Gingrich's metaphor of hairy chests and pink cheeks vjhich
he naturally found lacking in Vanity Fair:
Vogue: Darling, come a little closer, I’ve admired you for so long,
but you’ve been so cold to me! Vanity Fair: We're in a different
class, my dear.
I'm an intellectual. You're just a fashion-plate.
Vogue:
t know, I know. But, after all, we both do the same sort
of thing. Vanity Fair: What do you mean? Vogue: Well, it's all
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a matter of taste. You dress people's minds, and I dress people's
Vanity Fair: That's just it. You're such a commercial
hussy. Vogue: Where would you be if I weren't, darling? Vanity
Fair: In the red, I guess. Vogue: Wouldn't you rather be in my
arms? Vanity Fair: I'm afraid I'd lose my head! Vogue: No,
only your independence! What's mine will, be yours, what's yours
will be mine, now and forever, amen. Vanity Fair: Is this a pro
posal? Vogue: Naturally.
Isn't it leap year?
(Vogue, March 1,
1936, p. 71).
bodies.
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CHAPTER IV
ARTICLES
An Addr e ss to C a l i b a n ' s Readers

In no o t h e r kind o f t e x t d i d Esquire reveal its two distinct
p e r s o n a l i t i e s as c l e a r l y

as i n its articles.''’ Trying to find a common

deno mi na to r f o r t he s e r i o u s a r t i c l e s would tax most critical minds
s i n c e the a r t i c l e s
hand,

c a t e r e d to various intellectual interests..

On one

a p p r o x i m a t e l y one half o f the articles were ephemeral, appealing

as s e ns uo us p l e a s u r e s ,
ous male a d v e n t u r e s ;

idle vanities, entertaining pastimes, or vicari

they were aimed at a consumer audience which could

i n d u l g e i n t he v e r y p r o d u c t s that were both the objects of the adver
t i s e m e n t s and t he t o p i c s o f t he a r t i c l e s .
cally

Those articles that categori

aimed at b e i n g " b r o a d " m a s c u l i n e entertainment varied in tone and

style.

However,

the u n m i s t a k e a b l e theme of these features, many of

them w r i t t e n by t r a d e w r i t e r s f o r newspapers and magazines, was Escape.
On t h e o t h e r hand,
diate p o l i t i c a l ,

E s q ui r e p u b l i s h e d much that dealt with various imme

religious,

economic, and literary concerns, and many

o f t h e i d e a s e x p r e s s e d in t h e s e articles are still meaningful today.
They d e a l t w i t h t he impending war i n Western Europe, the depressed econ
omy,

m edi ca l r e s e a r c h , human p s y c h o l o g y ,

t he law, and many other issues

o f consequence.
The ephemeral a r t i c l e s
l ow in g s u b j e c t s :

drink,

food,

i n Esquire generally concerned the fol
and tobacco; sex; hobbies, games,
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ga mb li n g,
tions.

puzzles,

and s p o r t s ;

O ft e n t h e i r t i t l e s

t r a v e l and a d v e n t u r e ;

indicated th eir lig h t

and military tradi

tone and meager

substance.
Between E s q u i r e ’ s f i r s t
repealed.

and second i s s u e , Prohibition was

As might be e x p e c t e d ,

l i q u o r subsequently occupied a magnum

p o r t i o n o f E s q u i r e 1s a d v e r t i s i n g pages, as di d articles on alcohol and
i t s p l a c e in h i s t o r y and in an Esquire gentleman’s life.

Lawton Mackall

Led a l l o c c a s i o n a l Es qui re contributors in this area with a series of
fo urteen f e a t u r e s ,

some o f which included "England's Wine," "Yo-Ho and a

B o t t l e , " "John B a r l e y c o r n , Esq.,1' "Never Soap the Beer Glass," "The
Cube -Ro ot o f C o o l n e s s " (a recipe for champagne watermelon), and "The
P ot -L u ck o f t h e I r i s h . "
ject

Murdock Pemberton later held court on this sub

i n a r e g u l a r monthly feature, "Potables,"

Other articles c

alco

h o l i n c l u d e d " M i c h a e l F inn, Mixer," a history of scientific names and
c h e m i c a l compounds used in Mickey Finns; "Tippling Trivia"; "Ten Best
C o c k t a i l s o f 1 9 3 4 " ; "The Elegant Art of Pub Crawling"; and two pieces by
Jimmy C h a rt e s, whose book This Must Be the Place included an introduc
t i o n w r i t t e n by Ernest Hemingway:

"The A’t of Bartending," a handbook

on d i p l o m a t i c a l l y h a n d l i n g bar b i l l s
W iners,"

and bar fights, and "The White

in whi ch Chart es tells anecdotes (from his memoirs as a Paris

oart e n d e r ) of s u c h w h i t e wine d r i n k e r s
t h o s e d r i n k i n g any o t h e r c o l o r )
Pound,

Ford Madox Ford,

(they are superior, he noted, to

as Frank Harris, Silvya Beach, Ezra

S i n c l a i r Lewis, and Gertrude Stein.

In similar

f a s h i o n many a r t i c l e s a p pe a r e d simultaneously on briar pipes, breaking

in p i p e s , mi xi ng t o b a c c o l e a v e s , and s e l e c t i n g good cigars.
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Articles on food allowed the Esquire reader the vicarious
experience (if he could not afford to follow the actual advice) of the
leisured gourmet set.

Many of the titles suggested the tone and the

content of the articles; obviously bread-and-soup lines were not of
this world:

"On Eating Oysters," "How to Carve that Bird," "Carolina

Fish-Fry," "Gourmet's Guide to Mexico," and "The Gentry Eats Crabs."
Although John Gunther's most significant contribution to Esquire prose
dealt with political Europe, he did indulge another of his interests in
the magazine, international cuisine, contributing such articles as
"Food Along the Danube," "Strong Stomach in Spain," "Roast Beef of Old
England," and "What’s Good in Paris."

In two articles that seem as per

tinent today as in the Depression, A. F. Kraeczer, a noted dietitian of
that time, wrote criticizing fad diets and fad foods and suggesting a
sane, normal diet.
The most insipid articles of the machismo Esquire were thr bla
tant sexist articles which when read today are embarrassingly patroniz
ing and exploitive.

Undoubtedly the low-brow readership that looked at

the cartoons and the automobile ads and these articles found an iden
tity that gave them the security of a "hairy chest."

Some examples

include "Kept Women in China," "They All Meet at Abie's at Eight" (to
view pornographic movies), "Essay on Jiggling" (a crude observation on
wiggling posteriors), "Running Wild Without Women" (the thesis being
that women's sex drive is three times that of men's); "Dangerous Curves,"
"In Defense of the American Gigolo," and a series of anonymous articles,
supposedly so daring that revealing the author's identity would result
i n some kind of social or literary ostracism:

"The Wench is not Amused,"
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'The Fac t s o f L i f e "
: ir&t

dates,

(a graphed summary of a questionnaire on women's

kisses,

proposals,

and pre-marital intimacies), and

" S e l e c t e d Case H i s t o r y , " a "free" woman's discussion of the men in her
life.

Less o f f e n s i v e was Esquire1s most famous anonymous article,

' [L at i ns are Lousy L o v e r s , " by Helen Lawrenson, which resulted in the
m a g a z i n e ' s b e i n g banned i n Cuba.

Some noted Esquire contributors who

used t h e sex theme to s p o o f the he-man articles wrote the following
humorous a c c o u n t s ,

o b v i o u s l y intending to stimulate controversy in "The

Sound and the Fury":

George Jean Nathan, "Sweet Faces and Foul Minds,"

"The More P r e s e n t a b l e Sex"
Fred C. K e l l y ,

(how women bait men with fashionable clothes)

"A Break for the Fat Gills" (they make better wives);

and, Herb Graffis, "A Breast of the Times” (a detailed analysis of
wjomen’ s u n d er we a r) .
Anot her kind o f entertainment article was also a staple of
e a r l y Esqui r e ; for a lack of any more specific term, these articles
c o u l d perhaps b e s t be categorized under the heading "badge of manli
ness."

I t was in t h e s e highly informal articles that a red-blooded-

v i r i l e - a u t o c r a t i c Esqu i r e reader could find his vicarious masculine
identity
Only."

in a l l t h o s e occupational and leisure fields tagged "For Men
The f o l l o w i n g t i t l e s

Masculine";

"Rejuvenation"

illustrate the point:

"Cocktail Party,

(a summary of the Steinach method involving

the t r a n s p l a n t i n g o f male goat glands to men); "Cupid's Interstate Com
m erc e"

(a h i s t o r y o f c o r r e s p o n d e n c e c l u b s ,

forth;

and "Campus B l u e t . "

lonely hearts clubs, and so

A recurring theme in the he-man articles was

da n ge r:

" R a t t l e s n a k e s in t he Ba g" ; "Fear at Forty Feet" (about deep-sea

diving);

"The Gory Epi c o f

t h e North" ( a b o ut seal hunting in
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Newfoundland); "sourdough Pilots" (about flying in Alaska); "The IceBreakers"; ’'Forest Fire Control"; "Cable Spinner" (an account of the
hazards involved in constructing ..he Oakland-San Francisco Bridge); and
"Jackknife Surgery."
Another kind of article reinforced the "leisure" theme of the
magazine.

Under the broad category of hobbies-games-gambling, the

Esquire reader could be advised on the history or handbook facts of
these masculine interests:

cameras and photographic theory, stamp col

lection, ham radio operation, aquariums, model ships and train building,
"systems" for dice games and the roulette wheel; bridge manners, chess
and checkers; verbal puzzles and tricks for party entertainment; the
history of watches, razors, tatooing, bird-banding; and designing
bachelor apartments.
The military also was part of the Esquire fare:

"Navy Blue and

Gold"; "The U.S. Infantry"; "The Seventy-Five Mile Gun"; "Horseflesh
for the U. S. Army"; and "Caterpillar Cavalry," among others.
Informal articles on travel and adventure made up a good por
tion of those articles about escape to a romantic or excitingly exotic
land or even to an "away-from-it-cll" in the United States.

Some of

the articles covering travel included these (their titles indicate
their content):

"Home is Where the Trailer Goes"; "Overland Journey"

(Theodore Dreiser’s disdainful view of car travel across the American
West); "Entourage DeLuxe" (a review of the pleasures of renting a Pull
man car at $54.00 per day); "You’re Wrong About Alaska" (by Freeman Gosden, the Amos of Amos and Andy); "Bidding You Bon Voyage"; "Mexico for
Tramps"; "Utopia in Japan"; "Irish Wit and Wakes"; and a series of
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three articles by Rockwell Kent on the life of the Greenlanders; and a
series of Tahitian letters by Donald Barr Chidsey.

For adventure, Com

mander Attilio Gatti, whose biography and articles were of dubious verac
ity, wrote a series of white-hunter articles supposedly based on "true"
African experiences.

These pieces covered tne usual jungle lore:

witch

doctors, initiation rites, native justice and punishments, voo-doo reli
gion, and the rest.

One paragraph from these white-hunter adventures

lays bare in style and content the whole Gatti series.

In "The Pit of

Death," Gatti described how he was dropped into and escaped from a tor
ture pit in "Rwanda-Urundi":
Brrrrrrr! Less than ten feet below me lay the bottom of the
cavern., Among the heaps of earth and stone several skulls leered
up at me, their empty eye sockets seemingly turned on me with omi
nous warning. All over the floor of the pit white and yellowish
bones were piled in disorder, but amidst the skulls and bones some
thing was moving which gave me a cold chill from my head to my feeta sickening, wriggling movement that made my very heart shudder.
Six or seven deadly poisonous cobras were coiled among the bones.
(Esquire, May, 1938, p. 120.)
Of course, he escapes to write again of visions of death and terror in
the jungles of Africa and Dutch Guiana, titillating the Esquire
reader's appetite for red-blooded escape.
These articles on drink, food, travel, sport, and all the rest
accompanied the Petty and Varga girl drawings, the cartoons, the ads
featuring Seagram’s, Hart-Schaffner and Marx suits, Gillette blades,
Acushnet golf balls, and the other status consumer goods featured in
Esquire.
On the other hand, many Esquire articles appeared "independent"
of the Esquire superficial he-man image.

These articles might well

have appeared in Harper's or Atlantic, The Saturday Review, or The New
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Hasses , for the themes of these articles were politics, science, litera
ture, economics, law, music, and many other subjects dealing with all
facets of American culture.

The style and tone of most of these pieces

were usually straight-forward and sober.

These serious articles

usually had a logical organizational pattern, and the argument or
writer’s point of view was clear.

Since it is manifestly impossible to

comment on all the articles, I will quote only from those that singular
ly demonstrate superior writing or thinking or that illuminate the
Views of a particular writer who may not usually be thought of as hav
ing an association with Esquire.
Hemingway and Dos Passes, both personally involved in the
Spanish Civil War, contributed several pieces to the magazine which
showed their sympathies with the Loyalists.

In "The Friend of Spain"

(January, 1934) and "A Paris Letter" (February, 1934), Hemingway indi
rectly commented on the trouble in Spain, and in "Notes on the Next War"
(September, 1935) and "The Malady of Power" (November, 1935), he advo
cated a strong neutralist position for America concerning the inevita
bility of war in Europe.
Line:

These articles were later collected in By-

Ernest Hemingway (1967), edited by William White.
John Dos Pastes contributed a series of five articles, all

later incorporated into Journeys Between Wars (1938).

Appearing from

October, 1937, to February, 1938, "Introduction to Civil War," "Spanish
Diary;

Coast Road," "The Road to Madrid," "Room and Bath at the Hotel

Florida," and "The Villages Are the Heart of Spain" were all impression
istic accounts of his witnessing the preparations for war, the effects
of the war on the villagers of Spain, street scenes of khaki uniformed
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men in Madrid under siege and the collective efforts of the Spanish
Loyalists.

In the town of Valencia he described life at night and how

t he war affected everyone:

It's a relief to get out on the pitchblack streets where there
are unstrained voices, footsteps, giggling, the feeling of men and
women walking through the dark with blood in their veins. We turn
into a narrow street and walk towards a dim blue light. In the nar
row stone street the smell of orange blossoms from the groves out
side the city is intolerably sweet. We duck into a narrow door and
through a dark stone passage enter a little litup bar. . . .
(Esquire, Levember, 1937, p. 238.)
Dos Passes' other observations also reflected this doomed courage of the
Loyalists.

Through other articles by other writers on the Spanish

Civil War— "The Radio General," a profile of rebel General Quei po de
Ulano, a radio propagandist and conspirator against King Alfonso, and
"Who Will Win the War in Spain?" a personal account witnessing Franco's
brutality— the Esquire reader was informed of the tragedy besetting

Spain.
Consistent with Esquire1s editorial policy of denouncing dicta
tors everywhere, Gingrich loaded Esquire with anti-Stalin pieces.

The

most significant anti-Stalin piece was written by Diego Rivera, the
famous Mexican Communist mural painter.

Rivera, who had spent two

years in Russia, identified Stalin in the title of the article as
"Stalin, Undertaker of the Revolution."

After describing the cruelty

o r the "Butcher of the Kremlin," he recalled his meeting with Stalin.

He recalled Stalin's stolid posture (he moved three times in three
hours') and his "peanut shaped head" with "oblique shaped bloody red
e'/es."

(Esquire, May, 1940, p. 114.)

Other articles on Russia

included a dissection of Marxian theory, a profile of Trotsky, a piece
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on the Embassy in Moscow, and a prediction of the Japanese invasion of
Russia in "Clouds in the Far East" (August, 1934) by Leon Trotsky.
The rise of Nazi Germany was another subject of Esquire articles.
In "Men About Hitler" (January, 1936) and "The Other Little Hitlers"
(February, 1936), both later incorporated into Inside Europe, John Gun
ther gave a fine analysis of the characters and traits of these Nazi
leaders:
others.

Rosenberg, Schacht, Frick, Hess, Himmler, Streichef, Rust, and
After reading Gunther's articles, no intelligent reader of

Esquire could fail to understand what Hitler was doing.

On the other

hand, Abbe Ernest Dimnet, author of The Art of Thinking, was mere cau
tiously optimistic than Gunther in "Is Was in Europe Inevitable?" (May,
1934).

And, in two companion articles, "Two Opposing Views of France"

(January, 1934) and "Two Opposing Views of Germany" (February, 1934),
Gingrich tried to give balance to the magazine; but many anti-Nazi
articles soon appeared in the magazine; none, however, was more pene
trating and philosophically significant than Thomas Mann's "That Man is
My Brother."

Without naming him, Mann portrays Hitler as one of those

phenomena that an artist must deal with.

He wrote:

A brother— a rather unpleasant and mortifying brother. He makes me
nervous, the relationship is painful to a degree. But I will not
disclaim it. For I repeat: better, more productive, more honest,
more constructive than hatred is recognition, acceptance, the readi
ness to make oneself one with what is deserving of our hate, even
though we run the risk, morally speaking, of forgetting how to say
no. That does not worry me. Anyhow, the moral sphere, insofar as
it derogates from the innocent spontaneity of life, is really not
altogether the artist's concern.
It may be annoying, but after all
it has its soothing side, to realize that despite all the psycho
analysis, all the progress we have made in learning how the human
being's mind works, there is still absolutely no limit to the
extent the unconscious can go in effective projection of itself
upon reality.
(Esquire., March, 1939, p. 132.)

96
The Fascist state of Italy also brought several anti-Mussolini
features to Esquire.

Hemingway's "Wings Over Africa:

Letter" made a cruel joke of II Duce's Fascism.

An Ornithological

Hemingway wrote that

the Italian soldier, if wounded slightly, was quite "capable" of prais
ing II Duce; but if wounded seriously, it was "Oh Mamma mia!"

Accord

ing to Hemingway, a seriously wounded Italian soldier lying on the
wastes of Ethiopia would hardly consider patriotism when he saw vul
tures coming to prey on him, and it was these horrors of the desert
that Mussolini censored in the Italian papers:
What happens to a man, once he is dead, is of little matter,
but the carrion birds of Africa will hit. a wounded man, lying in
the open, as quickly as they will hit a dead man. I have seen them
leave nothing of a zebra but bones and a greasy black circle cov
ered with feathers twenty minutes from the time the animal was
killed provided the belly skin was slit open so they could get an
opening. That same night the hyenas would so crack and devour the
bones that in the morning you could not see where the zebra had
been except for a black, oily looking blotch on the plain. Since
a dead man is smaller and has no thick hide to protect him they
will deal with him much quicker. There is no need in Africa to
bury your dead for sanitary reasons.
(Esquire, January, 1936, p.
31.)
Besides Esquire's concern over the situation in Europe, there
was also a concern over the probability of war with Japan.

Along with

articles on the specific and immediate threats of war, Esquire published
theoretical articles on the nature of war and the effects of war on men.
e.e.cummings' article "Exit the Boob" destroys, in Siegfried Sassoon
style, the romance of the glory of war.

Undoubtedly recalling his own

training experiences from World War I, cummings asked in one paragraph
the following rhetorical questions:
Did you ever share an otherwise palatial dungheap with much too
many other vividly stinking human beings? Did you ever (attired in
all the majesty of a wilted monkey, with sixty-odd pounds of
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erroneously distributed junk banging your coccyx) go foolishly limp
ing and funnily hobbling up and down a river of feebly melting tar
entitled "company street"? Did you, accidently, ever exchange your
hard-earned right to visit freedom for the doubtful privilege of
policing latrines; just because you'd failed— as a warrior can't
and mayn't— to grunt loudly at the exact moment when those real
hands of yours stuck that real bayonet of Uncle Sam’s into an imag
inary fellowman? Ah, the exstasy of it all! And the rapturous
ritual of standing in line (here., by the by, we can use what writ
ers who know that they know call "a blazing sun") waiting and wait
ing and waiting and waiting to partially submerge one slipperiest
plate in one stickiest kettle of lukewarm once upon a time water,
through which meander lazily something like two hundred remains of
something which somebody said was supposed to have once upon a time
been tapioca pudding.
(Esquire, June, 1935, p. 33.)
In the same issue, Baynard H. Kendrick (the headnote indicated he was
the first American to enlist in the last war) argued, like cummings,
the pacifist position.

He depicted the dehumanization of man by war,

thus:
Privacy torn away, sentiment buried in muck, passion ruling
everything! No function of the human body left sacred, no working
of the mind left without control. The big parade— cheer them as
they go, if you will.
I can only stand silent and watch them as
they once came back. Twenty times a million home-sick boys, hardly
out of school, bitter, disillusioned, diseased, dismembered, better
dead, to make a world safe for munition makers.
Shall I tell my son— "Your country calls!"
Mud. Lice. Filth. Disease. Death. Dishonor. Rape. Ter
rible. words for educating tender youth!
(Esquire, June, 1935, p.
29. )
Kendrick went on to depict how war hysteria and propaganda kill reason
and thus people.
Another fine article was Dana Doten's "The Religion of Little
Men” in which he analyzed the cause and the appeal of Fascism in Europe.

Doten, the Director of the Federal Writer's Project, succinctly pointed
put how the evolution of the Industrial Revolution destroyed the "little"
man.

The "little" men of Europe found no solace in religion so they
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turned to Fascism rather than socialism because, as Doten argued,
socialism is an ideology based on rationality and brutalized men are
not rational.
The little man needed a form of politics which would undertake
tc solve all his problems at once, for they had become, too compli
cated for him to analyze, too diversified for him to deal with sepa
rately. Everything conspired to squeeze from his existence the
vital qualities of faith, security, color, adventure, and hope.
His job was monotonous and precarious— it stirred in him only bore
dom and worry. His personal life was restricted, inhibited, and
irritating. His recreation was unsatisfactory, expensive, and, to
a steadily increasing extent, vicarious. The little man might have
little problems, little resentments, little dreams and ambitions.
But they composed his entire experience, and they left his frus
trated, dully envious, generally hostile to everything around him.
(Esquire, February, 1940, p. 27.)
(This clear and concise description of the "little" man in Europe is
exactly like the little man in America in 1975, the forgotten American
that Peter Schragg writes about.)

These little men turned to Musso

lini and Hitler, who had instant and ready-made programs, programs
which, unlike socialism, promised relief:
What, precisely, has Fascism said to the little men all over
Europe? It has said this: You envy your neighbors— we shall
humble them; you are lonely— we are your brotherhood; you are con
fused and mentally adrift— we do your thinking; your life lacks
color, adventure, excitement— we shall show you heroic hours, with
flags and music and pageantry and the quick high thrill of living;
you resent unfamiliar, foreign things— we hate them, we shall
destroy them; you have always felt inferior to the thinkers, the
intellectuals, the artists, and the geniuses— we shall, together,
wipe all these off the face of the earth, and shall create our own
cultux'e which shall be your own, the culture of all little men.
You are prejudiced, short-sighted, afraid of criticism— these are
our characteristics, too, and they are god-like virtues; you want
work, to be sure of employment— all Fascists work; you are appre
hensive of the. feminist movement, disturbed over the emancipated
woman, nostalgic for the sanctified sadism of sex relationships in
the old davs— we shall bring back the old days...— Fascism gives
you a ready-made faith, an airtight unity, a daily exercise in the
exhibition of your identification with that faith, that unity.
(Esquire, February, 1940, p. 27.)
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Doten's a r t i c l e
st iI I " t h i n k "

i s as t i m e l y now as it was then, for "little" men

like Fascists.

Esquire's anti-war position was rarely equivocated.

In an

article that might better have appeared under "Personalities," Richard
L. Neuberger traced the history of a famous American's forgotten father,
Charles A. Lindbergh, Sr.

Neuberger revealed how Congressman Lindbergh

(Sixth Minnesota District) was destroyed by the conservative press, the
red-baiters, and vigilantes fcreaking-up Non-Partisan League Meetings.
Lindbergh had opposed entry into World War I and denounced the Espio
nage Act.

Neuberger kept coming back to, the irony that Charles Lind

bergh, Jr. had married Anne Morrow whose father, a super patriot, had
helped destroy the senior Lindbergh's career.

(Esquire, March, 1937.)

Most of the articles dealt with the imminence of war and usu
ally

required some intelligence to comprehend; more importantly Esquire

offered a liberal platform for writers who wanted to get published in a
slick magazine.
Esquire also offered engaging reading in the "dismal science,"
economics.

Bertrand Russell's two articles on the benefits of social

ism, "The Sphere of Liberty" (July, 1934) and "The Limitations of SelfHelp" (October, 1934) appeared to be out of place in the capitalist
enterprise Esquire, but Gingrich had claimed (editorially) that the mag
azine would be tolerant of any "intelligent" point of view.

In "The

Sphere of Liberty" Russell's thesis was simply that economic freedom
precedes freedom of ideas.

To be free, he wrote, one must be able inde

pendently to earn a living, but in fact, this is not the case, since
the laborer is subject to the tyrannies of capitalistic ownership—
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making his "democratic" freedoms worthless.
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class oligarchies created by monopolies had made personal initiative
meaningless and that public ownership was the only way to combat this
economic power.

Wryly (and prophetically) he commented:

Personal initiative is no longer the important thing except in
a few matters, such as climbing Mount Everest or making records in
long distance flights. When people have reached the summit of
Everest and flora around the world without a stop, nothing will be
left except to travel to the moon— and this will certainly be a
matter for governments.
(Esquire, October, 1934, p. 27.)
Another interesting article from a socialistic point of view was Upton
Sinclair’s "We Choose Our Future" (August, 1935).

Other topics cov

ered in reasoned articles were the Recession of 1938, the nature of
money circulation, Wall Street "hunches," and inflation.
Fred C. Kelly, a nationally known writer on finance and eco
nomics, wrote a series of nine articles for Esquire in which he gave
common sense advice and sound analysis on investments:

"Why I Bought

Land" (January, 1934), which was about land's being a better invest
ment than stocks; "How Bonds Do Harm" (June, 1934); "Why You'll Always
Lose" (May, 1934), an article revealing the Wall Street racket of play
ing on the vanity of amateur market speculators and endorsing FDR's pro
posed laws to regulate stock exchange margins; an analysis of insurance
"statisticians" xMio predict the future' a consideration of the Douglas
Plan; an examination of the Securities Act; and "A Primer on Economics"
in which Kelly indirectly endorsed a collective ideology and focused on
the inherent destructiveness of capitalism:
No one questions the morality and justice of taking away from
him who has too much in favor of those who have too little.
But
what good will it do if the whole scheme still fails to function?
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What we really want is the privilege of operating all industry
and all agriculture to the end that the only limit to what we may
have is the limit of our abilities to produce. We know that our
potential productive capacity is astonishingly great. A recent
Brookings report showed that shoe factories already in existence
could supply more shoes each year than v/ould be needed even if
shoes were given away free. The same thing is true of radio facto
ries. Philadelphia alone could provide more than one radio to
every household in the country. But to get the benefit of all this
potential capacity means some form of production for use. We can't
have production for use when we are operating for profit— and rela
tively few people advocate basic changes. Just what, then, are we
going to do about it? (Esquire,, November, 1935, p. 136.)
But in contrast to this rationally articulated, though indirect
advocacy of Socialism, Esquire also published less reasoned pieces.
For example, Gingrich undoubtedly published Ezra Pound for his name's
value, for Pound's six articles on economics were so incoherent, incom
prehensible, and disoriented that few readers could completely inter
pret his economic views in "Reflexshuns on Iggurunce" (January, 1935),
"Mug's Game" (February, 1935), and "Hickory— Old and New" (June, 1935).
In the headnote to "Reflexshuns on Iggurunce" Gingrich indicated that
the article might be abstruse:

"Being a seminar session with Ole Ez to

\jhich only the very brightest readers are invited."

The article begins:

The Reverend Gingrich sez, sez he, that he can't explain why my
last piece is incomprehensible because he understands it perfectly

well.
The mind of that section of the present readers which isn't the
10,000 one hundred percent highest possible type of reader who
understands EVERYTHING is still a dark forest to the present
writer, and E. E. Cummings tells me that when he was selling wash
ing machines he found the same d i f f i c u l t y in attaining complete com
prehensibility.
(Esquire, January, 1935, p. 55.)
Pound goes on to write about diplomacy, Ford Madox Ford’s high silk hat,
iggurunce," and Venice among man'/ other disparate topics.

This para

graph illustrates the kind of dense Poundese that must have caused many
Esquire readers to go on to another article:
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Al] the town is full of great grandmama's heirlooms, just as if
my Gaudiers and my Max Ernst seascape were hung up where Bugs Moran
cd. toy about with gangland vendetta. Seems the Jugoslavs don’t
hire any art dune before the year 1500, so they occasionally chip
off a lion, with our Schneider and the Baron de Wendel, and, all
the blokes whom Senator Ny> is 'lookin' into, trying like hell to
sell guns.
(Esquire, January, 1935, p. 55.)
"Mug's Game," "Hickory— Old and New," "A Matter of Modesty,"
and "How to Save Business" were all written in the same Poundese manner.
In "How to Save Business" (January, 1936) Pound exclaimed:

"You can

START savin' business by seeing OR learning the DIFFERENCE between
usura and partaggio, I.E. between usury and shariug the results of
association."

(Esquire, January, 1936, p. 36.)

Of usury he made this

comment:
If Henry Adams hadn't been so reefeend, and Bostonian, instead
of weein' aoout Chartres cathedral, he might have wondered WHY the
stone veinings in the vaulted basement of Mont St. Michael are so
neat and tidy.
Anv of these highbrow eeeesthetes MIGHT have wondered WHY San
Zeno has a column signed by the architect himself and WHY he cd.
afford to cut it by hand Meaning his OWN hands.
These highbrows might have looked at the church of St. Trophine
in Arles, or St. Hilaire in Poitirs and then wondered why St.
Peters in Rome looks like a bum opera house, and has jerr built win
dows as ugly as any London slum windows. During one economic sys
tem you get romanesque cathedrals. During another you get heavy
palace FACADES, and you get 'em more often than not on UNFINISHED
buildings.
That was because "they" couldn't AFFORD to finish 'em.
(Esquire, January, 1936, p. 36.)
Throughout these articles he attacked the "professors" and advocated
the adoption of the economic systems of Douglas and Gesell.
Esquire also published articles on science, technology, and med
icine written by men of authority in their fields.

Granted most of

them were not specialized, since they were aimed at the "popular"
reader.

But an exception to this was Maurice Maeterlinck's "Science

into Fantasy" (March, 1934), a learned discussion of Einstein's
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theories of relativity, d linens ions of the universe, and time barriers.
Donald Culross Peattie had a series on American naturalists; other
articles covered floating seaports for trans-Atlantic air flight;
rocketry; engineering sea planes; and the mystery of cosmic rays.
The Esquire reader also found popularized articles on brain
research and an analysis of "I.Q." as reflected in democratic govern
ment.

Articles on psychology included five by Havelock Ellis.

Undoubt

edly controversial were "The Problem of Sterilization" (November, 1934)
in which Ellis advocated voluntary vasectomies because of the popula
tion problem, thus confronting the Catholic church's usual anti
sterilization argument.

In "The Euthanasian Garden" (February, 1936),

his point of view was again modern, if not prophetic, in that he sup
ported "legalized" suicide for people with terminal illnesses.

An advo

cate of open marriage, he anticipated the women’s liberation movement
in "Marriages Not Made in Heaven" (November, 1936).

In "What is

Obscenity" (September, 1936) Ellis reviewed past definitions of obscen
ity (in his view all unsatisfactory) and the contemporary laws affect
ing art.

Exhibitionism was, in his view, the excess of the obscene:

To anyone who thinks over the matter this solution of the exhi
bitionist problem is obvious. But it cannot be reached until that
movement of sex education which the schools, and now also the
churches, are working towards, has really interpenetrated the
social structure to an extent deep enough to affect our customs and
codes and laws. "Obscenity," whatever we may choose to understand
by the term, will then have become a manifestation, legitimate inso
far as it is a natural human interest, and in its excesses simply a
matter of bad taste.
(Esquire, September, 1936, p. 197.)
Ellis' point of view in the article was that pornography is lifedenying rather than life-affirming, but if a society is open, it must
pay f o r

its choices.

He advocated self-imposed censorship.
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Another famed popular psychologist, Dr. Alfred Adler, the
originator of Individual Psychology, also expressed, like Ellis, a mod
ern point of view on love and marriage in his articles "Bankrupts of
Love," "Training School for Lovers," and "Love Is a Recent Invention."
In the last article, a treatise on open marriage, Adler paraphrased
testimonies on the topic of love by such writers and philosophers as
Shakespeare, Frank Harris, Thomas Browne, Leibnitz, and others.

He

then supplied his own eight "rules" for the reader in which he pre
scribed for the perfect lovers, guides for personal, social, emotional
and physical behavior that would lead to "perfect love."
1. Don;t look up to your mate, and don't look down: approach
love as an equal.
2. Don't expect an impossible perfection in others, of which
you yourself are incapable: love a woman, not an angel; a man not
an eidolon.
3. Don't think of yourself as one or as two, but as a twosome.
4. Don't take without giving, nor give wichout taking, in love.
5. Don;t pick out a partner who does not entice you physically,
but do not entangle your fate with one who appeals to you only on a
physiological basis.
6. Don't fail to co-operate with your mate on every plane,
socially, economically, intellectually, spiritually, emotionally,
and biologically.
7. Don't lose yourself in by-paths and blind alleys: there is
always a way out of emotional labyrinths— potentially all humans
are fundamentally normal.
8. Be a slave neither to convention, nor to your own idiosyn
crasies: remember you are not merely an individual, but a unit of
your social group and the human race.
(Esquire, May, 1936, p. 128.)
That this advice appeared in a magazine for men which regularly
exploited women in cartoons and other articles might have appeared rev
olutionary at the time, although today it is an understood assumption
for enlightened people.

He concluded his article with a paragraph that

anticipated the women's liberation movement of the 1960's and 1970’s:
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Woman is even more handicapped than man by ancient taboos,
sombre vestiges o f her sexual past.
Language itself creates antago
nism between the male and female by referring to Eve's daughters as

"the opposite sex." Language denies woman the complete equality
for love. We still say that a man "takes" a wife. . . .
There should be no "taking" in love or marriage, but a mutual "give
■aid t a k e ; " a Holy Twinity (if I may be permitted to coin a word),
in which neither the male nor female strives for domination.
(Esquire, May, 1936, p. 128.)
essential

The Tough School of Love was evident also in these two fine articles:

"The Great American Delusion" (June, 1938) by Lawrence Gould and "This
Brave New Love" (February, 1934) by Henry Morton Robinson.

Each writer

was critical of romantic love.
Esquire published a number of articles on medicine, sober dis
cussions relating the facts as they were then known.

For example,

Charles Williams authored a series of articles on sinus, hearing, ton
sils, and cancer, among others.
19381

In "This Cancer Business" (April,

he exposed quack 1cures" for cancer.

Maxwell Maltz had three

articles on plastic surgery and its successes and failures as experi
enced by war victims, movie stars, and convicts.

"Saving Your Face"

(May, 1941) by Fred D. Miller was pioneering in its advocacy of preven
tive dentistry through proper cleaning of the teeth and the relation of
diet

to good oral health.

George Antheil wrote a series of tongue-in-

c h e ek articles on glands of internal secretion and certain manifesta

tions of sex and personality.

In his features, "The Glandbook in Prac

t i c a l Use" and "Glandbook for the Questing Male" he discussed the glan
d u l a r s y st e m and how it could be manipulated to affect height, weight,
teeth,

skin,

manly.

voice, and so forth so that a man could become more
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Another field of manly interests in the early Esqu ire was crimi
no logy.

Again, like most of the magazine's articles, these were writ

ten and read for their entertainment value even though roost were writ
ten with authority.

These examples illustrate the point:

Bruce L.

Henry’s "For Gentlemen Only" was a history of forgery, a gentleman's
crime because it required artistry and wit; in William Moulton Marstom's "Can You Beat the Lie Detector?" the discovery of the systolic
blood pressure deception test described how the lie detector worked;
Henry Morton Robinson, in "Masters of Moulage," described how to make
mold casts of footprints; a toxicologist, A. W. Freireich in "Dead Men
Tell Tales," analyzed the tracing of poisons in a corpse, and Richard R
Smith in "Master Finger Print," described the improved fingerprinting
technique of using silver nitrate, a technique used in the Hauptmann
trial.

Other articles covered such topics as the history of the Mafia

in Chicago; vice and vice, kings in Chicago (Cokey Flo, Jimmy Frederico,
Charlie Luciano, and Dutch Schultz among others), and biographies of
Sherlock Holmes and Frank Carson.

In this category of law and order,

Esquire also published researched articles on the courts and how women
had an unfair advantage there, the "insanity" plea for innocence,
prison reform and juries.

Clarence Darrow's article on how to pick a

jury, "Attorney for the Defense" (May, 1936), demonstrated the famed
attorney’s wit and wisdom.

Of the process he preliminarily states:

Choosing jurors is always a delicate task. The more a lawyer
knows of life, human nature, psychology, and the reactions of the
human emotions, the better he is equipped for the subtle selection
of his so-called "twelve men, good and true." In this undertaking,
everything pertaining to the prospective juror needs to be ques
tioned and weighed; his nationality, his business, religion, poli
tics, social standing, family ties, friends, habits of life and
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t h o u g h t ; the books and newspapers he l i k e s and reads, and many more
m a t t e r s that combine to make a man; all of these qualities and
e x p e r i e n c e s have l e f t t h e i r e f f e c t on i d e a s , beliefs and fancies
t ha t i n h a b i t tlje mind.
(Esquire, May, 193b, p. 36.)
Methodists,

he c l a i m e d , were better than Baptists, but Lutherans on a

j u r y were w o rs e than e i t h e r :
Beware o f L u t h e r a n s , especially the Scandinavians:
they are
a l m o s t al ways s u r e to convict.
Either a Lutheran or Scandinavian
i s u n s a f e , but if both-in-one, p l e a d your client guilty and go down
the d o c k e t .
He l e a r n s about sinning and punishment from the
p r e a c h e r , and d a r e s not doubt, A person who disobeys must be sent
t o H e l l ; he has G o d ' s word for t h a t .
As t o U n i t a r i a n s , Universalists, Congregationalists, Jews and
o t h e r a g n o s t i c s , d o n ' t ask them t o o many questions; keep them
anyhow. . . .
I have n e v e r experimented much with Christian Scientists; they
a r e t o o s e r i o u s for me.
Somehow, solemn people seem to think that
p l e a s u r e i s wicked. Only the gloomy and dyspeptic can be trusted
to c o n v i c t .
Shakespeare knew: "Yond* Cassius has a lean and hun
g ry l o o k ; he t h i n k s t o o much; such men are dangerous," You can
d e f y a l l the r e s t of the rules i f you can get a man who laughs.
Few things in. this world are of enough importance to warrant con
sidering them seriously. So, by all means, choose a man who laughs.
A juror who laughs h a t e s to find anyone guilty.
(Esquire, May,

1936, p. 211.)
He f u r t h e r a d v i s e d n e v e r t o select a rich man, for "next to the board
o f Tr a de ,

f o r him, the Penitentiary is the most important of all public

bu ild in gs."

He c o n c l u d e d his essay on a serious note, however, asking

the r e a d e r t o c o n s i d e r human conduct fairly and with understanding.
No scientific attitude toward crime can be adopted until law
y e r s , l i k e p h y s i c i a n s and scientists, recognize that cause and
e f f e c t d e t e r m i n e t he c o n d u c t o f men.
When l a wy e r s and courts, and laymen, accept the scientific the
o r y whi ch the p h y s i c i a n s f o r c e d upon the world long years ago, then
men w i l l examine each s o - c a l l e d delinquency until they discover its
c a u s e , and t h e n l e a r n how to remove the cause.
This requires sym
p a t h y , humanity, l o v e o f o n e ' s f el l ow man, and a strong faith in the
power o f knowl edge and e x p e r i e n c e to conquer the maladies of men.
The Forum o f t he l a wy er s may then grow s m a l l e r , the court house may
l o s e i t s s p e l l , but t he w o r l d w i l l p r o f i t a thousands Id by a kind
l i e r and more u n d e r s t a n d i n g r e l a t i o n toward a i l humankind.
vEsqi r e , May, 1936, p. 2 1 1 . )
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Educ at i on was not a f r e q u e n t
tion a r t i c l e
tio n 's

plight

For exampl e,

appe ared,

it

"You C a n ' t Teach That Here"

i s s u e in higher education.
(November,

1938) analyzed the

pro b le ms in teaching evolution in Tennessee and Arkan

" U t o p i a in A r k a n s a s "

w ea lt h C o l l e g e ,

in E s q u i r e ; when an educa

u s u a l l y d e a l t \,ith progressive educa

in Amer ic a or some s e r i o u s

science teachers'
sas;

however,

topic

(January, 1933), was a history of Common

a liberal,

private,

and utopian experiment that was

a t t a c k e d as a c ommuni st i c c o l l e g e b ec au se its teachers were involved in
t he Harlan County c o a l m i n e r ' s s t r i k e ,
e nd e a v o r s o f s t u d e n t s were s o c i a l i s t i c ,
love;

"The Ghost on Campus" (November,

because the co-operative labor
because they also endorsed free
1934) lamented the national dis

grace, "Term Papers Incorporated," a company that ghosted term papers
for college students for a high fee; "Ode by Blood" (March, 1937) was
about hazing in the 1930's: and in "Tomorrow's Men" (May, 1934), John
E r sk i ne was critical of Eastern schools that "inaugurated a system of
s u p e r v i s i o n and tutelage which was certain to prolong infancy and ado
lescence,

and to reduce character to a pulp."

(Esquire, May, 1934, p.

41. )
A lt ho ug h many of E s q u i r e ' s articles were critical of the coun
t r y 's educational i n s t it u t io n s ,

t h e magazine was even more critical of

the n a t i o n ' s primary e n t e r t a i n m e n t

institution,

Hollywood.

Several

a r t i c l e s were d e v o t e d t o e x p l o d i n g t h e myths of glamorous Hollywood.
"The Ave r age A c t o r " d i s p e l l e d
the " A v e r a g e " a c t o r ;

the champagne-and-swinming-pool myth of

sim ilarly,

" B r i e f f o r Hollywood" illustrated that

Hol lywood was i ndeed p r u d i s h and that w i l d parties were a myth; Douglas
Fai rbanks " Y o k e l ,

Yokel,

L i t t l e Star" ( F e b r u a r y ,

1934) was t h e famed

109
a c t o r ’ s p e r s o n a l e v a l u a t i o n o f his contemporaries who made the "TenP > es t - D r e s s e d - A c t o r s " l i s t ;

he concluded they were badly dressed indeed;

"The Paradox o f H o l l y w o o d " (March, 1934)
a dull,

b o r i n g c o l l e c t i o n o f technicians and its product a morass of

w as te and i d l e n e s s .
ber,

by Emil Ludwig found Hollywood

F r e d e r i c k H. Brennan in "Return, Oh Moses" (Septem

1934) a t t a c k e d the stupid violence of the cowboy pictures; Creigh

t o n P e e t ' s "Hollywood at War— 1951-1918" (September, 1936) was a devas
t a t i n g c r i t i c i s m o f Hollywood producers for retailing hate films which
" p r e p a r e d " American audiences for World War I.

Other articles included

a n a l y s e s o f cartoons, writers, prop men, opera films, the distribution
and m ar ke t ing uf films, and newsreels.

Perhaps Frank Capra, the famous

director, best summed up the "sickness" of Hollywood in "A Sick Dog
Tells Where It Hurts."
'giant*

He admitted, "although I've been called a

i n my particular kind of work by some overly kind critics, I'm

r e a l l y just a pigmy among pygmies."

(Esquire, January, 1936, p. 87.)

His c r i t i c i s m of Hollywood included many of Meyer Levin's criticisms of
the c a p i t a l of e n t e r t a i n m e n t :
With few exceptions none of us realize the tremendous scope and
p o s s i b i l i t i e s of the Motion Picture. Literature, history, biogra
phy, p a g e a n t r y , social problems, current events, music, opera, the
b a l l e t f o r our raw materials; a composite blend of all the arts for
our f i n i s h e d product. Never in all the history of creative art
have t h e c r e a t o r s had such magnificent tools to work with. We have
a magic c a r p e t , but we d o n ' t fly it.
(Esquire, January, 1936, p.
87. )
To g e t t he c a r p e t

flying, t he following needed to be changed, Capra

wrote:
1. The b u s i n e s s w i l l have t o s t o p being an i n d u s t r y in which
good p i c t u r e s a r e l e s s i m p o rt a nt than s t o c k m a n i p u l a t i o n s .
2. P r o d u c i n g compa ni es w i l l have t o s t o p owning their own
t h e a t r e s t hrough w h i ch they p r a c t i c a l l y condemn John Public to see
t h e i r p i c t u r e s , good o r bad.
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3. Writers, actors and directors will have to stop being artis
tic prostitutes and think more of their work than they do of their
salaries. Are you laughing?
4. There will have to be a definite change in the spineless
attitude of the whole industry toward censorship.
If there is free
dom of the press, freedom of speech, freedom of the theater, why
shouldn't there be freedom of pictures?
5. And last and most important: the creative elements in our
business, the writers, actors, directors, will have to refuse to be
high-pressured and black-jacked into signing long term contracts,
and have the artistic guts to make only the pictures they want to
make, or go into the business of making pictures for themselves.
(Esquire, January, 1936, p. 87.)
Here again, Esquire was writing honestly and openly of an
institution praised— in fact revered— in most of the women's magazines
and other general magazines.

Much of Hollywood was bogus, psychologi

cally vain and perpetually deluded, and it was so identified in Esquire's
pages.
In another loosely defined group of articles dealing broadly
with American culture, Esquire offered the reader a critical view of
several American institutions and American manners.

In this group, per

haps bust labeled "The American Scene," Esquire published articles that
would appear to attack those very life styles which nourished the maga
zine, for example, city life.
In "Megalopolis, the Great Failure" (May, 1941), Martin Tor
rence correctly viewed modern city "planning" as a disaster.

Most mod

ern American cities, according to Torrence, suffered from air pollution,
jvisuai pollution, noise pollution (he measured the decibels of Chicago's
Loop), snarled traffic pccterns, pedestrian safety problems, and other
ills such as

-ats and gangsters.

Further, an imminent possibility of

aerial bombardment made citie* death traps.

The following paragraphs

Illustrated the ugly life of a citv such as Chicago, perhaps, and the
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streets below the Penthouse in the Palmolive Building:
Tog many people in a confined space; somebody always in your way,
yourself always in someone's way; too many people trying to do the
same thing at the same time in the same place. Too many surging out
of the tall buildings when the hands of the clock stand so; walking
like animated scissors to get to the eating place while there is yet
a seat; eating in a hurry if you're lucky, because of the standing
row of the hungry; or unlucky, waiting in that row, watching every
movement of the eaters so as to plant yourself behind the one who
has reached his pie and coffee.
Too many people you don't know who
don't care a hoot about you. A crowded unlovely, hurried, undigni
fied existence, life in a great city. . . .
. . . No wonder the recreation of the jam-packed city is second
hand.
It is crowd, mass, vicarious fun at movie houses and ball
parks. On Sunday the non-country club element which can afford a
second-hand car goes for a drive through those subdivisions the
depression abandoned. The omnipresent crowd is there too, before
and behind, and the ride home is inch by inch along the gas-fumed
highway that is never wide enough.
(Esquire, May, 1941, p. 113.)
A similar indictment of the American city is found in Theodore
^reiser's "An Address to Caliban."

After cataloging some famous men

and buildings in the Chicago that he had known since 1886, Dreiser
claimed that the city did not make as much of itself as its potential
allowed.

In prose typical of Dreiser, he described the ugliness of

Chicago as he saw it:
I call your attention to the vast and shabby and grime-stained
and smokey and ill-paved and ill-housed regions of the North and
South and West Sides, West of Michigan Avenue, the Loop and North
Clark Streets. Why the region extends almost from Kenosha to the
Indiana-Illinois line. And is it wretched and ragged and disheart
ening? Do I need to insist on it? Also the miles and miles of
unnecessary railroad yards with which the region is interlarded and
which break this great area into a series of misshapen islands of
really miserable homes— those of the workers of the enormous manu
facturing plants that are put down anywhere, and without the least
regard to the comfort and welfare of the thousands and hundreds of
thousands who must make their livings in or near them— and by the
same token live among them. And the odors of the repulsive stock
yards! And the soot from the steel and nail factories, to say
nothing of the bleak grev and unlovely lines of them all!
(Esquire,
September, 1934, p. 21.)
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Dreiser went on to suggest tearing up the slums and implementing an
urban renewal plan.
Among the many other articles given to the American city and
the physical and psychic, ills it spawned, Abel Green's "American Mont
martre" was a description, minus the moral harangue of Torrence and
Dreiser, of New York's West 52nd Street; the North side of the afreet
he ctil led "Swanky" and the South "Swingo."
entertainment spots and he concluded:

Green listed the various

"The geography of West 52nd

Street runs the gamut of swant and smut; high-hat and hotcha; class and
cooch; string and swing; Bisquit and bootleg; in direct ratio to the
personal bank roll and yen."

(Esquire, January, 1937, p. 119.)

Other articles in this potpourri of Americana included descrip
tions of Kentucky hill folk; a Communist worker's view of a cooperative
colony in the Bronx; Edgar Lee Masters' memoir, "Dreiser at Spoon
River"; a piece on Dr. George Clements and his Welcomette girls (profes
sional dancers); a portrait of a Fuller brush man; a consumer protec
tion warning about, false advertising which was prepared by the Federal
Trade Commission; criticism of the "Baby Starlet" syndrome; a portrayal
of racial, prejudices in the United States; and a description of a walkathon, "Poor Man's Night Club" by Arnold Gingrich.
Although many of these articles implicitly and explicitly con
t a i n e d criticism of American culture, two articles analyzed the insecur

ity of manv Americans at that time.

Stephen Vincent Benet's "We Aren't

Superstitious" was an account of the Salem witch hunts and the conse
quent hvsteria o f the Puritans.
ancient

" ma dnes s" :

Benet concluded his history of the

"We have no reason to hold Salem up to obloquy.

It
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was no stranger thing to hang a man for witchcraft than to hang him for
the shape of his nose or the color of his skin."
p. 219.)

(Esquire, May, 1937,

Here then is another illustration of the liberal pose which

Gingrich fostered in the magazine.

In another dark essay, "Are We

Becoming Paranoid?" Lyndon Babcock laid bare the paranoia which radio,
newspapers, and magazines were cultivating in people.

Reactionary

political patterns, he said, were evinced even in comic strips, which
fostered intolerance for blacks, Orientals, and Jews.

His explanation:

Actually, it is not a person whom the paranoid hates. It is the
thing he stands for, or has accomplished. For these are the things
that make him feel inferior, and wound his hypersensitive ego. In
recent years most of the civilized world have been in a state border
ing on panic over Russia and her social experiments. It’s an inter
esting commentary on human nature that we in. -he United States are
less afraid of Russia today, with her iron-breded dictatorship than
we were in the days of her helpless idealism. W e m we afraid that
she was making faster progress than we in such things as community
health clinics, nursery schools, city planning and the like? These
are social accomplishments, not armies; philosophies, not personali
ties.
(Esquire, March, 1940, p. 126.)
Further, partisanship, he said, led to an over-simplification of life,
and thus only the tolerant and adaptable would live peacefully because
they understood the multiplicity of life.

The Depression had aggra

vated modern living, accounting for paranoia.

Babcock's views seem to

have as much wisdom and insight in them now as they did in 1940:
Why is the world becoming paranoid? For the same reason that
individuals develop suspicions, and finally delusions of persecu
tion. Because no other generation has been as perplexed or as
thwarted as ours. Men of ability and intelligence are unable to
find an outlet for their talents, and grow bitter through enforced
idleness. They are denied self-expression, and their ego urge
being frustrated, they are conflicted [sic], unhappy. He-pless,
and feeling inferior in a competitive world, they look around them
for someone to blame. . . .
. . . Modern living, with its merciless rivalry, its premium on
health, intelligence, "connections," and education, is a "handicap"
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race In which many falter. . . . Truly, man has become a wolf to
man for the rapid, competilive pace which this 20th century is set
ting is breeding a race of frightened, harassed, insecure, bewilder
ed people. Many seeing themselves left behind, project their own
iaults on others, go off on tangents of self-justification, and
raise a hue and cry about unfair tactics. These are the paranoids.
(Esquire, March, 1940, pp. 126-27.)
Another facet of the American scene was music.

Apart from the

regular music reviews of Sigmund Spaeth and Carleton Smith, Gingrich
published articles on a variety of topics by the usual authoritative
and readable writers of music:

a guide to barbershop singing; the qual

ities of a tenor; Calypso singers; the history of the saxophone; shortcourse piano lessons with diagrams and notations; a light-hearted expose
of the sexual facts of life in popular songs of the Victorians and
Edvariians; and famous musical prodigies.

Among the notable articles

were Vincent Sheean's "Over Mozart’s Memory" (November, 1935), revela
tions about the theater by way of the Salzburg Music Festival; Robert
Lai dry's "Rudy, Radio and Rapture" (February, 1938), a brief history of
the pioneer crooner Rudy Vallee; Jascha Heifetz’s "Men Without Music"
(April, 1934), which gave Heifetz’s observations of the audience from
tf 2 point of view of the stage; and Carleton Smith's "The Plight of the
0; era" (January, 1936) which most likely would have appeared in his own
riview section except for Gingrich's categorizing.

In Europe, Smith

.
‘aid, opera was not a "stiff-backed affair" as it was in the United
■tates. and, unlike here, there the sopranos were still fat.

All in all

opera in Depression America was simply uninteresting, and justifiably so
Grand opera always has been a hotbed of tradition. Ever since
the first unhealthy wedlock of drama and music, high-toned customs
have been rooted in and built up until now they are venerated and
unassailable. Of these none is more certain that the formal
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pronune1amenta of departing priraa donnas, predicting the immediate
demise of opera as soon as they quit it. . . .
. . . Fact is, nobody has paid serious attention to opera.
Most people don't give a damn if it lives or dies.
it's been the
b i l i w i c k o f S o c i e t y , birthmark with snobbery— a place to hang tophats and raise lorgnettes— where after dinner gouty old men could
d o z e , snooze, and snore indiscriminately and comfortably.
New York
music critics still take their naps during long acts at the Metro
politan.
(Esquire, January, 1936, p. 108.)
T hi s kind o f p o o - p o o criticism of one of Smith's own favorite musical
e n t e r t a i n m e n t s no doubt gave the middle-class Esquire reader delight,

for, as Gingrich constantly proclaimed, Esquire was never "stiff-backed"
about anv entertainment.
More articles appeared on jazz and swing than on any other type
of music.

The titles of many of these articles suggested their content

and tone:

"Where Do We Go from Jazz0" "Music After Midnight," "Some

Like it Hot," "How Music Gets Hot," "Swing Is from the Heart," "Debunk
in'- Swing," "Collecting Hot," and finally, "Will Swing Be Gutlawed?", a
history of popular church music that became "swing" and was abjured
"Distant" by Pope John XXII's edict.
Perhaps the most i l l u m i n a t i n g and historically interesting fea
t u r e s on mus ic were written by Esquire's prominent cartoonist, E. Simms
Campbell .

Campbell ,

to the Es q u i re r ea der

a b l a c k , explained black culture and black music

in a b ' - i s k and ■ .,.en poignant style.

Pointing out

t he r e a l i s t i c and u n s e n t i m e n t a l statements of life that were manifested
in jazz, Simms r e n d e r e d ,
p pi n t o f vi ew

intelligently, candidly, and sensitively, a

that f o r some Esquire readers, no doubt, was an important

rev ela tion o f black cu ltu re.

In " S w i n g , Mr. Charlie" (February, 1936),

he r e v e a l e d a glossary o f b l a c k s l a n g as it. relat. d to the Lindy hop;
l|
i

"Jam in the N i n e t i e s "

(December,

1938) , Simms explained how "jam"

116
sessions evolved.

The sessions were born in New Orleans in the 1880's-

90's when black musicians were hired by black madams of brothels.
Because these musicians were over-worked, they were forced to improvise;
they thus became the alienated pioneers of swing.

Simms described

swing as a "masterful exhibition on the spur of the moment of technical
virtuosity fused with inspirational playing."
pi 207.)

(Esquire, December, 1938,

However, many people viewed it as "trash."

Simms’ knowledge

able comments on swing offered a social and cultural history of the
black culture in America, a culture that had a spokesman for its values
and tasks in Esquire:
That [sense of rejection] must have been the way most of Ameri
*
-»A T
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*
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ca text towaru Lnese eaij.y Negro trcubadourt
musical creations forth. I do not mean the composers, both Negro
and white, who wrote for Tin Pan Alley or the hundreds who were
writing the popular music of the day, I mean the true jazz disciples,
the gutbucket boys who were, as expressive in their field as any
Beethoven was in his.
It was not polite music— fit only for beer
joints and brothels. . - .
. . . Swing is electric, it electrifies people and causes mass
hysteria— creating an animal enthusiasm to ears not trained to hear
essentially good music. Thus your jitterbugs. They can't stand it
when the minor chords and melodies break down their inhibitions—
they have to give vent to their feelings in shouts and body
gyrations.
(Esquire, December, 1938, p. 207.)
IUU
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In another article, "Blues Are the Negroes' Lament" (December, 1939),
Campbell again made clear the meaning of American Negro jazz, the funda
mental meaning which, he feit, eluded scholars, intellectuals, and
fadists

Of this exaggerated zeal, Campbell wrote:

There was in this country a "Negro Renaissance" as they called
it— when every Negro who was literate was looked upon as a "find."
New York in 1925 and '26 was the hotbed of Intellectual Parties
where Negroes who were in. the theatre were looked upon as social
plums, and the dumbest and most illiterate were fawned over by Park
Avenue— Negro Art had az’rived— African Art Negro Uuszc— vxth Carl
Van Vechten, recently turned candid camera addict, as its Jehovah.
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[ know what I am talking about because I attended many of these
parties and the "Intellectual stink" could have been cut with a
knife— a dull knife.
(Esquire, December, 1939, p. 100.)
After thus having laid bare the "fashion" of the "Negro Renaissance"
Campbell explained what the blues were and how they came to be written.
The blues were a product of the black slave experience— suffering:
One cannot continually ride in chariots to God when the impact
of slavery is so ever present and real.
"Some day ah'm gonna lay down dis heavy load— gonna grab me a
train, gonna clam aboh'd— gonna go up No'th, gonna ease my pain—
Yessuh Lord, gonna catch dat train"— this isn't mystical.
It was a
cry of a human being under the lash of slavery— of doubts— of fears—
the tearing apart of families— the caprices of plantation owners—
these hardships of slavery all fusing themselves together to burn
into the Negro this blue flame of misery.
(Esquire, December, 1939,
P. 100.)
As an outgrowth of the slave experience, where do the blues fit in musi
cal categories, Campbell asked.

They were neither spirituals, work

songs, nor folk songs:
To me— they are filled with the deepest emotions of a race,
they are songs of sorrow charged with satire, with that potent
quality of ironic verse clothed in the raiment of the buffoon.
They were more than releases from servitude. The Blues were the
gateway to freedom for all American Negroes. In song, the Negro
expressed his true feelings, his hopes, aspirations and ideals,
and illiterate though many of them were, there was a spiritual and
ennobling quality to all the music. True, many of the Blues lyrics
are downright vulgar. . . .
. . . As paid entertainers, Negroes were only catering to popu
lar taste and the taste of the American public in the mauve decade
was decidedly that of a slumming party toward any reception of
Blues.
(Esquire, December, 1939, p. 100.)
Here in these articles on music and particularly in those by E.
Campbell Simms, Esquire, a popular magazine, gave serious coverage to a
popular entertainment form by men who knew the subject.
Since Gingrich was himself a writer concerned with writing,
writers' problems, publishing problems, and all those experiences

n s
associated with the ciaft of writing, it was a reasonable expectation
for the Esquire reader to find articles on that subject as well.
V'thout any argument, most of Esquire1s articles on the press
were contemptuous of the low state of American journalism, as indicated
in these titles:

"The Pontifical Press"; "The Trained Seals," a judg

ment on re-write men who sensationalized news; "The Classy Allusion," a
satire on misleading headlines; "The Variety Mugg," a portrait of the
"trash" printed in Variety; "The Golden Age of Journalist!"— the Twen
ties; "Torso, the Tenth Muse," an analysis of a newspaper editor's
obsession with murder stories; and, "The Color of the Press," by George
C ^ l
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newsman.

His thesis wss tli&t the big newspaper

chains controlled the "Court of Public Opinion" by regulating the news
through editorial comment.

Cases in point were Lindbergh's second

flight to Europe, the. Nye munitions investigation, and Franklin Roose
velt's speech to Congress; Seldes contended that he never could get a
straight story on there and certain other news events.

Among the many

newspapers he examined for biased and prejudicial editorializing was
the Detroit Free Press:
The Free Press whose readers expect plain uncolored news,
recently purchased a whole page in one New York newspaper to air
its opinions, which were that it considered the President of the
United States a Communist, a Fascist, a man without any program, a
spend thrift, a demagogue, a destroyer of industry; at almost the
same time the Free Press, seeking business, purchased another full
paga to advertise the fact that industry is far from becoming
destroyed, that., in fact, it was enjoying a prosperous year, that
it leads America in new passenger-car advertising, and that in busi
ness generally, "Detroit is back."
(Esquire, June, 1936, p. 198A.)
Seldes' proposed solution to such editorializing was the withdrawal of
second-class mailing privileges from "colored" newspapers while allowing
"straight." newspapers a no-postage! rate.
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Other articles on the press which were written from a more
objective point of view included analyses of the Hearst-Pulitzer war;
college newspapers and magazines; the antics of foreign correspondents;
police reporting; Edgar Lee Masters' portrait of William Marion Reedy;
and Franklin D. Roosevelt's flair for news conferences.
Esquire was unabashedly a liberal magazine, and Gingrich often
used its pages to announce that fact and to show how conservative other
Depression magazines were.

Thomas Beer's article, "Current Mysteries"

(June, 1934), was an attack on conservative American magazine editors;
against Hemingway's "realism" Gingrich played off "Our Literary Nudism"
(September. 1934) by Edwin Ba litter* the editor of Redhook and Bluebook,
and thus showed how modern and masculine Esquire was; in Roger Burlin
game's "Good Times for Authors" (May, 1936), Gingrich may have had an
apologist for Smart’s (Esquire’s) low fee policy for its writers.

Bur

lingame argued that Hollywood and advertising magnates had become the
patrons of literary art during the Depression; advertising, Burlingame
wrote, was what sold slick magazines (like Esquire) and these slick mag
azines made possible the publication of writers who otherwise would
never reach print.

In an argument that no doubt enraged poor writers,

Burlingame suggested that Depression writing would eventually be more
significant than the writing of the preceding decade:
The profession of the arts is a poor man's trade and the worker
must have a poor man's tastes. Art and high living are bitter
enemies.
It is a confused ana dangerous time, perhaps, but not a bad
time. The tooth paste magnates and the whiskey barons may not last
as the patrons of the arts, the movie philanthropists may withdraw
their patronage. But while they last the public, which will not
pay itself, will continue to demand of them better and better read
ing. The words "American Renaissance” have become trite; the
expression has gone out of fashion among those who expect such
things to happen overnight but the fact is still going on: it is a
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birth, too, and not a rebirth.
It is a good time, I think, even in
slow beginnings, its gradual transition from physical, wealthseeking adolescence to a reflective maturity— it is a good time to
be a writer.
(Esquire, May, .1936, p. 202.)
This must have been the dilemma that Gingrich faced.

He knew he was

publishing top-rate writers, but the whiskey barons, whose ads appeared
on pages opposite William Saroyan, Jesse Stuart, or Louis Paul, were
the profiteers.
In "American Sugar Daddy" (May, 1940), Lovell Thompson analyzed
in depth what Burlingame had hinted at and argued that American adver
tising, through the use of the "American Girl," had shaped American
thought, thus American literature.

He traced the "American Cutie" from

Benjamin Franklin's newspapers through the mermaids of Scribner1s
Monthly to the Gibson Girl to the Petty Girl.

Thompson pointed out how

Godey's Lady's Book, by charging six to seven hundred dollars per page
for colored advertisements, could afford to pay its contributors more
than they customarily received from other magazines.

Thus, because of

the colorful Godey's Lady, writers such as Poe, Emerson, Holmes, Haw
thorne, Longfellow, and Melville, among others, received triple their
rates.

Slick magazines, Thompson argued, took advantage of the profit

able space rates, lowered their subscription prices, and ultimately
forced contributors to write for a larger (and less educated) audience.
This, he went on to say, caused a distinctive break between the British,
conservative and half-tone, and the American, liberal and colorful, mag
azines.

The slick magazines, whose audiences had broad interests, cap

tured this audience with its "small-words-have-guts" style.
magazines thus

Slick
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could go in tor copywriting or for objective potshots at the bedtime
Cinderella audiences— the stories that brought readers into the adcopy. There was a knack in the making of this Cinderella sundae and
the best American writers learned.
In the field of literature and journalism, then, we find that
the advertising giant's money provided large and fertile fields for
the whole school of modern American writing.
From Jack London
through Booth Tarkington, John Dos Passos and Ernest Hemingway and
up to such super-slicks as the New Yorker and Esquire with writers
such as Saroyan and Thurber, advertising bought the drinks and
didn't care what they cost so long as they were intoxicating to a
lot of people.
(Esquire, May, 1940, p. 144.)
The American Girl again was the perennial staple of advertising.

Ameri

can popular art, even without the aid of advertising, Thompson con
tinued, would have rejected the "spare intellectualism of Concord and
Cambridge" for spontaneity:
The whole technique of commercial advertising has ended by
channeling our ways of thought. Having gained the nation's ear, it
has exercised the nation's mind, made more extravagant our taste in
humor, built up our love for the catch phrase, refined our taste in
slang, making it simultaneously far-fetched. Hemingway's he-saidshe-said style has its roots in the same ground as Rinso's house
wives.
(Esquire, May, 1940, p. 144.)
Esquire surely seemed like a "slick" magazine that epitomized Thompson's
theory.

As Gingrich always admitted, it was the "girls" that sold the

magazine.

And, if there had been no sugar daddy advertisers, and there

were many, to buy space in Esquire, American literature might have been
different today.
The most notable of the literary articles were by F. Scott Fitz
gerald and Ernest Hemingway.

Fitzgerald's now famous "Crack-Up" series—

"The Crack-Up," "Pasting It Together," and "Handle With Care"— appeared
February, March and April of 1936.

In the series Fitzgerald described

his "failure" as a craftsman and what it meant to be artistically dead.
These pieces were followed by the "Author's Home" (July, 1936), "After
noon of an Author" (August, 1936), and "An Author's Mother" (September,
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19 56), which grew out of the "Crack-Up" series.

"The Crack-Up" trilogy

is now recognized by many critics as some of Fitzgerald's better work.
For example, Mark Schorer made this assessment:
This cool analysis of a nervous breakdown and the emotional exhaus
tion which followed it is already a classic of literary self
revelation.
It is impossible to think of another modern writer who
could achieve quite the same casual eloquence which arises from
this examination of the failure of a life's illusion. . . .
. . . The Crack-Up, like almost everything else Fitzgerald
wrote, is excellent in the degree by which it transcends mere pathos.
This comes in part from his writing itself, which is marked by a
colloquial ease that persistently achieves genuine poetic effects.
But these effects, in turn, depend on his capacity to hit upon^
details which invoke an atmosphere much larger than their own.
Sergio Perosa called it a "small masterpiece of psychological inspira
tion.

The confessional also had its critics, among them Ernest Hem

ingway who, according to Carlos Baker, was insensitive to Fitzgerald's
defeat.^*

Wright Morris similarly felt the psychic purgation was less

than honest.
No more curious or revealing statement than The Crack-Up exists
in our literature. . . . The author of Gatsby, reduced to "clowning
it" in the pages of Esquire, had to strike a "tone" that would per
mit him to commit hara-kiri in public.
It is this tone, plus the
setting of Esquire, that gave the statement its curious reputation.
The sober-minded need not take it "seriously." What Fitzgerald
knew can be discounted because of where and how he said it. Most
readers found, as Fitzgerald predicted, such self-revelation con
temptible, and dismissed t^e testimony of The Crack-Up as an illbred example of self-pity.
Again, according to Carlos Baker, Fitzgerald wrote the series seriously,
the appearance in Esquire notwithstanding.

(Baker, 1968, p. 371.)

Stephen Longstreet, who knew Fitzgerald at the time, recalls:
Fitzgerald I had met in Paris, and later in Hollywood, and he was a
bumt-out man. He was the best stylist of his generation, and could
have been the best writer, but booze, and bad habits ruined him. He
never really like [sic] Esquire he once told me, "Its [sic] for
would-be intellectuals who still move their lips when they read.
But they saved mv bacon when I needed money." He was, by the way,
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picked on by all his friends [sic! on the coast for writing the
stuff that went Into The Crackup [sic], and letting Esquire have
it. Some felt it would have had a better home in Atlantic Monthly
or Scribners. (Letter. Stephen Longstreet to CAR, November 8,
! 973. ) '
John Dos Passos, undoubtedly, was one of those "friends."

In a

letter to Fitzgerald Dos Passos wrote:
I've been wanting to see you, naturally, to argue about your
Esquire articles— Christ man how do you find time in the middle of
the general conflagration to worry about all that stuff? . . .
We're living in one of the damnedest tragic moments in history— if
you want to go to pieces I think its absolutely o.k. but I think
you ought to write a first rate novel about it (and you probably
will) instead of spilling it in little pieces to Arnold Gingrich—
and anyway, in pieces or not, I wish I could get an hour's talk
with you now and then, Scott, and damn sorry about the shoulder—
Forgive the locker room peptalk.^
Later when he wrote to Edmund Wilson, who edited The Crack-Up, Dos Pas
sos changed his mind:
I'm just reading your Fitzgerald Crack-Up. Another of your first
rate editing jobs.
I was surprised how well those articles read
annoyed me so in Esquire. They turn out to be a very much more rea
soned and deliberate piece of work than I'd suspected.
(Dos Passos,
r974, PP. 553-54.)
Whatever the critics said about the "home" of "The Crack-Up" series,
Gingrich was responsible for getting Fitzgerald writing after he could
no Longer, as he told Gingrich, write "stories about young love for The
Saturday Evening Post."'

Gingrich advanced Fitzgerald money for any

"automatic writing" that came to him; the result was the now famous
series, the tenor of which was hardly automatic.

Gingrich's headnote

to "The Crack-Up" appropriately signaled the tone and content of the
article:

"A desolately frank document from one for whom the salt of

life has lost its savor."

(Esquire, February, 1936, p. 41.)

The arti

cle's first paragraph reveals just how desolate Fitzgerald's view of
life was:

Of course all life a a process of breaking down, but the blows
that do the dramatic -rde of the work— the big sudden blows that
come, or seem to come, from outside— the ones you remember and
blame things on and, in moments of weakness, te.ll your friends
about, don’t show their effect all at once. There is another sort
of blow that cores from within— that you don't feel until you real
ize with fina'Lty that in some regard you will never be as good a
man again. The first sort of breakage seems to happen quick— the
second kind happens almost without your knowing it but is realized
suddenly indeed.
(Esquire, February, 1936, p. 41.)
This simple,

intimate, autobiographical style characterized the other

articles as well.
respons-

It is impossible to judge clearly what the readers'

to The Crack-Up series was since the only letter on "The Crack-

Up" appeared in the April issue.

It read, in part:

The sign of another writer letting down his hair and having a heartto-heart talk over the fudge-pot is the straw that devastated the
camel.
The sub-caption "article" gave me the hunch he was being seri
ous, and his self revelations made the milk of human kindness flow
like sap in the springtime. . . .
. . . I am half his age, and in a disillusioned age he disillu
sions me. His philosophy goes off the deep end. If I get him
rightly the Brooklyn Bridge isn't high enough for the jumping.
(Esquire, April, 1936, p. 8.)
The reader did not, of course, get him "rightly."

Perhaps the lack

serious reader reaction to "The Crack-Up" series accounted for the
sell of the "Author" series:

of
soft

"Author's House" (July, 1936), "Afternoon

of an Author" (August, 1936), and "An Author's Mother" (September,
1936).

There were no biographical notes or photos of Fitzgerald in

"Backstage with Esquire."

These articles were on the borderline

between non-fiction and fiction, and Fitzgerald drew on his own experi
ence, and meditated on his wasted life.

("Afternoon of an Author,"

incidentally, appeared in the same issue as Hemingway's "The Snows of
Kilimanjaro.")

That Gingrich did not ballyhoo these Fitzgerald articles

seems to indicate that to do so might have seemed like insensitive
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capitalizing on an artist's painful demise.

Another Fitzgerald article

in the same vein as the "Author" articles was "Sleeping and Walking"
i(December,

1934), in which the persona of the story-article is an

insomniac who contemplates waste and horror.
Three early articles bv Fitzgerald and his wife, Zelda:
Mr.

& Mrs. F.

"Show

to Number— " (May, June 1934), and "Auction— Model 1934"

(July, 1934), were pieces based on their life style in the twenties.
The ".Show Mr. & Mrs. F.

to Number— " articles were a catalog of hotels

chronologically arranged.

These paragraphs from 1924 give the tone and

flavor of the Jazz Age which the Fitzgeralds lived through and perhaps
were expected to live up to:
At the Ruhl at Nice we decided on a room not facing the sea, on
all the dark men being princes, on not being able to afford it even
out of season. During dinner on the terrace, stars fell in our
plates, and we tried to identify ourselves with the place by recog
nizing faces from the boat. But nobody passed and we were alone
with the deep blue grandeur and the filet de sole Ruhl and the
second bottle of champagne.
The Hotel de Paris at Monte Carlo was like a palace in a detec
tive story. Officials got us things: tickets and permissions,
maps and newly portentious identities. We waited a good while in
the formalized sun while they fitted us out with all we needed to
be fitting guests of the Casino. Finally taking control of the sit
uation, we authoritatively sent the bell-boy for a tooth-brush.
(Esquire, May, 1934, p. 19.)
The l a s t article which they collaborated on was "Auction— Model 1934"
(July, 1934), which was a series of descriptions of opening packing
crates in which they had stored clothes, pottery, sculpture, scrapbooks
and memorabilia.

The note in "Backstage with Esquire" ("Anything you

don't know about Scott and Zelda Fitzgerald, after reading this month's
i n t i m a t e addition t o their joint journal, is certainly none of your
b u s i n e s s . " ) was flip, and the headnote ("Light-hearted housekeepers
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t i k e an I n v e n t o r y a f t e r
ing")

fifteen sears of hard earning and easy spend

vvas m i s l e a d i n g because the

article was permeated with a sense of

exriaus t ion:
hot 5.

A barrel.
C o nt e nt s cost us something like a thousand dol
lars, d u r i n g the boom.
Chipped pottery tea-set that was worth the
t r i p t o V e n i c e — it had seemed such a pity not to buy something from
that c l u t t e r e d b a z aa r framed by the plumy shade of the white plane
trees. . . .
Two g l a s s automobiles for salt and pepper stolen from the cafe
in Saint Paul (Alpes Maritime).
Nobody was looking because Isadora
Duncan was g i v i n g one of her last parties at the next table.
She
had g o t t o o old and fat to care whether people accepted her theo
r i e s o f life and art, and she. gallantly toasted the world's oblivi
o u s ne s s in lukewarm champagne.
Lot 11. A real Patous suit.
It was the first garment bought after
the marriage ceremony and again the moths have unsystematically
ea t en the nap off the seat of the skirt.
This makes fifteen years
i t has been stored in trunks because of our principle of not throw
i ng away things that have never been used.
We are glad— oh, so
r e l i e v e d , to find it devastated at last.
There was a rippling sun
a l o n g Fifth Avenue the day it was bought and it seemed very odd to
be charging things to Scott Fitzgerald.
(Esquire, July, 1934, pp.
20, 153. )
/ill of

these articles, "The Crack--Up" trilogy, the "Author" series, and

;he three co-authored pieces have been collected in The Crack-Up (1945),
e d i t e d by Edmund Wilson or in Afternoon of an Author (1957), edited by
Ar th ur M i z e n e r ;

both are well-known standard collections of Fitz

gerald's work.
Many of Ernest Hemingway's Esquire articles or letters have
a l s o been c o l l e c t e d

in By-Line:

Ernest Hemingway (1967), edited by

William White, or incorporated later into such works as Green Hills of
0
Af r i c a,

To Have and Have N o t , and Bedside Esquire.

Although Hemingway

made l i t e r a r y r e f e r e n c e s and a l l u s i o n s i n r->ny of hi? Esquire articles,
o n l y a few o f

them dealt s t r i c t l y with l i t e r a r y matters and literary

figures, many o f whom w er e t a r g e t s of h i s attack.

In "Defense of Dirty

Words" ( S e pt e m b e r , 1934), Hemingway a t t a c k e d Westbrook Fegler and
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Pegler’s claim that Ring Lardner was a great writer.

In "Notes on Life

and Letters" (January, 1935), he attacked Gilbert Seldes, Alexander
Woolleott, and William Saroyan.

In what may have been a parody of

Saroyan's style, he wrote:
He started bandying names in a story he wrote. A goddamn sight
better names than any name he'll ever pick. He was talking about
Dos, and Joyce and Faulkner. You see he thought using their names
put him in their class. Why the poor ignorant bastid. He was ask
ing for it wasn't he? It's a shame they over-matched the poor bas
tid. What did they put him in against somebody that can hit for?
Aw he's a bum. No, he ain't a bum. They just took him along too
fast. Well he got his name in the papers.
Sure, but they won't
have the story in the late editions. Aw Mr. Saroyan don't be
frightened, Mr. Saroyan. I'm just showing you how it will be later
on,
(Esquire, January, 1935, p. 159.)
In "Old Newsman Writes" (December, 1934), Hemingway attacked Heywood
Broun who, Hemingway felt, allowed his personality to overcome the
facts; this attack was in response to Broun*s criticism of "Defense of
Dirty Words."

The article generally is a criticism of Marxist critics,

Heywood ("Baggy Pants") Broun, being the epitome of the revolutionary
critic:
I
don't know what was on the mind of the good grey baggy-pants
of the columns when he used to write those I, me, my pieces but I
am sure that he had his troubles even before he took over the
world's troubles and, anyway, it has been interesting to watch his
progress from an herbivorous (out-doors, the spring, baseball, an
occasional half-read book) columnist to a carnivorous (riots, vio
lence, disaster, and revolution) columnist. But personal columnists,
and this is getting to read a little like a column, are jackals and
no jackal has been known to live on grass once he had learned about
meat— no matter who killed the meat for him.
(Esquire, December,
1934, p. 25.)
Broun and the other Marxist critics, including specifically those of
the New Republic and The Monthly Review, cheated in their prose, Heming
way wrote, because they used politics exclusively to persuade their
audiences.

For example, he said, one can now "skip the big Political
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Thought passages" of War and Peace because they were "topical" and no
longer important.

He offered these sober thoughts on the topic:

All good books are alike in that they are truer than if they had
really happened and after you are finished reading one you will
feel that all that happened to you and afterwards it all belongs
to you; the good and the bad, the ecstasy, the remorse and sorrow,
the people and the places and how the weather was.
If you can get
so that you can give that to people, then you are a writer.
Because that is the hardest thing of all to do. If, after that,
you want to abandon your trade and get into politics, go ahead, but
it is a sign that you are afraid to go on and do the other.
(Esquire, December, 1934, p. 26.)
The characteristically lucid Hemingway style in this paragraph is evi
dent throughout this article and many others in Esquire.

Although Hem

ingway felt that his Esquire "letters" were only journalism and there
fore were not as good as his fiction, this passage and many others
could be cited to illustrate that he took his craft seriously even when
it appeared in Esquire.

(White, 1967, p. xii.)

Even though he

appeared to deny it in this statement in "Monologue to the Maestro,"
"Your correspondent takes the practice of letters, as distinct from the
writing of these monthly letters, seriously."
p. 21.)

(Esquire, October, 1935,

In this article he gave Arnold Samuelson, of Minnesota, advice

as well as some rules on reading and writing fiction.

"Remembering

Shooting— Flying" (February, 1935) was an emotional and nostalgic remem
brance of hunting with his father.

In an aside in this article he

listed "a very few" good books that he had had the pleasure of reading:
Anna Karenina, Far Away and Long Ago, Buddenbrooks, Wuthering
Heights, Madame Bovary, War and Peace, A Sportsman's Sketches, The
Brothers Karamazov, Hail and Farewell, Huckleberry Finn, Winesburg,
Ohio, LaReine Margot, La Maison Tellier, Le Rouge et le Noire, La
Chartreuse de Parme, Dubliners, Yeats’s Autobiography and a few
others.
(Esquire, February, 1935, p. 21.)
Hemingway's Esquire articles have been assessed before.

What William
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White stated i n his preface to By- L i n e sums up b e s t what can be s a i d o f
most of his Esquire work:
Hemingway, no matter what he. wrote or why he was writing, or for
whom, was always the creative writer: he used his material to suit
his imaginative purposes. This does not mean that he was not a good
reporter, for he showed a grasp of politics and economics, was an
amazing observer, and knew how to dig for information.
Finally,
Others, it is to be hoped, will regard it simply as among the
best . . . magazine reporting available in our troubled times.
(White, 1967, pp. xi, xiv.)
Esquire's nonfiction prose pieces gave its readers perspectives
on various aspects of America's contemporary history and experiences.
Even today an intelligent reader can see how an Esquire reader's point
of view could have been and no doubt was expanded and clarified.

These

articles praised, complained, explained, reflected, rejected, ridiculed,
speculated, or commented on a vast range of subjects.

In Esquire1s

pages one saw poets, scientists, social scientists, statemen, critics,
writers, medical experts, historians, entertainers, artists, economists,
musicians, educators, and lawyers whose lively opinions and clearminded judgments the Depression reader could go to and know that he was
not being deferred to because of the conservative constraints other
editors put on their general magazines.

Gingrich's editorials were

honeycombed with castigations of Rotarians, prudish critics, and hypo
crites of any fashion; the "radical" content of the articles notwith
standing, Esquire must have given its readers the feeling that at least
in this magazine there were no professional or sanctioned custodians of
culture who presided over their literary welfare.

FOOTNH^rr

‘,T'n-r-^T' TV

1l use the heading "article" to subsume a large and indefinable
group of essays. Although the Esquire articles were concerned neither
with reporting primarily nor singularly with the projection of the
writer's personality, there was still something of both in these pieces
of writing. The average length of Esquire articles was 2,000 words.
“Mark Schorer, "Fitzgerald's Tragic Sense," fh_Scott Fitzgerald:
The Man and His Work, ed. Alfred Kazin (New York: The World Publishing*
3
Company, 1951).
3.
Sergio Perosa, The Art of F. Scott Fitzgerald, trans. by
Charles Matz and the author (Ann Arbor: Universitv of Michigan Press,
1965), p. 36.
'
:4Carios Baker, Ernest Hemingway: A Life Story (New York:
Bantam Books, 1968).
^Wright Morris, "The Function of Nostalgia:
F. Scott Fitz
gerald," F. Scott Fitzgerald: A Collection of Critical Essays, ed.
Arthur Mizener (Englewood Cliffs: Houghton Mifflin Company, 1963).
"John Dos Passos, The Fourteenth Chronicle (Boston:
1974), p. 512.

Gambit,

^Arnold Gingrich, Nothing but People: The Early Days at
"Esquire," A Personal History 1928-1959 (New York: Crown Publishers,
Inc., 1971), p. 242-43.
There are adequate analyses of Hemingway’s relationship with
Esquire and his development as a writer during this period.
See Sister
Richard Mary Gines, Hemingway: The Years with "Esquire" (Ph.D. disser
tation, Ohio State University, 1965) and Robert 0. Stephens, Hemingway1s
Nonfiction (Chapel Hill:
The University of North Carolina Press, 1968)
for in-depth analysis of each article. Seventeen of the thirty-one
pieces of Hemingway contributed to Esquire are collected in By-Line:
Ernest Hemingway, William White, ed. (New York:
Charles Scribner's
Sons, 1967).
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CHAPTER V
FICTION
"The Yid's American Mercury"— Ernest Hemingway
In fiction Esquire made its most noted contribution to American
literature.

Perhaps because Gingrich was himself a fiction writer, he

made short stories the chief literary attraction in the magazine.

When

he began soliciting writers for Esquire, it was those established fig
ures in American fiction that he approached and secured first— Heming
way, Fitzgerald, and Dos Passos.

(Later he would pay his short story

contributors about twice as much as he paid the other writers.)
Besides publishing many of the noted American and world writers, Ging
rich introduced many new writers through the "Discovery of the Month"
feature in which he signaled a new Esquire contributor and a new writer
to the magazine world at large.
Evidence for the proposition that Esquire promoted significant
fiction lies first in the letters from authors who took time to write
Gingrich and which were published in "The Sound and the Fury"; second,
in short-story anthologies published during the Great Depression; third,
in the testimony from many writers contributing to the magazine at the
time; fourth, in the comments of historians of American magazines; and
fifth, in Gingrich's editorials.
In a January, 1935 editorial, Gingrich elaborated on Esquire's
fiction .

Complaining of low taste in some readers, he categorized
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stories into three levels; Type I, the Cinderella yarn; Type II, the
Damon Runyon special characterized bv an elaborate plot; and Type III,
the "Character-integrated" story, a story in the contemporary tradition
whose endings, arrived at through "an inevitable outgrowth of the
honest depiction of individual character," are as "inconclusive as
life itself."

(Esquire, January, 1935, p. 5.)

Beyond Gingrich's own definition it is difficult to be more
specific about Esquire's short stories.

They were brief fictional nar

ratives in prose, usually 2000 words in length.

The unity of any given

story might come from its character delineation, its creation of a
mood; or a revelatory twist at the end.
most, however, were not.

Some were tightly structured;

Granting his readership an attempt at a bal

anced menu, he conceded that the Type III stories would predominate.
According to some of those writers who were being published in
Esquire during this period, the quality of the fiction was high, and it
was Gingrich's efforts that accounted for the selections.

Ever> issue

averaged twelve or more stories, and as Henry Pringle once said, the
names read like a roster of Pulitzer and Nobel winners:

Conrad Aiken,

Paul Annixter, Harry Ashe, Hewitt L. Ballowe, H. E. Bates, Konrad Bercovici, Dee Brown, Ashley Buck, Robert Buckner, Ivan Bunin, Thomas
Burke, Erskine Caldwell, Morley Callaghan, Donald Barr Chidsey, John
Collier, Jack Conroy, Guido D'Agostino, David C. De Jong, Hermann B.
Deutsch, Pietro ue Donato, John Dos Passos, Theodore Dreiser, Michael
Fessier, Arthur Davison Ficke, F. Scott Fitzgerald, C. S. Forester,
Waldo Frank, Maxim Gorky, Paul Haggard, Dashiell Hammett, Knut Hamsun,

Ben Hecht, Ernest Hemingway, Chester B. Hines, Langston Hughes, Sandor
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Hunyady, Al do us Huxl ey, Eric Kni ght, Manuel Komroff, D. H. Lawrence,
Edward McKenna, Thomas Mann, Andre Maurois, Pierre Mille, Rafael F.
Munoz,

Frank O'Connor, Sean O'Faolain, Liam 0'Flaherty, John O'Hara,

L o u i s Paul, L u i g i Pirandello, Theodore Pratt, Felix Salten, William
S ar oyan, Mark Schoren,
J e s s e Stuart
Tully,

Irwin Shaw, John Steinbeck, L. A. G. Strong,
SuriK

n

,

. -.edict T h e i i e n ,

Hannibal Towle, Jim

Edmund Ware, Thomas W o l f e , Louis Zara and Arnold Zweig.

Not

e v e r y name me nt ioned he re accounted for a first-rate story, but a sub
s t a n t i a l m a jo rit y did.
In 1915 Edward J. O'Brien began publishing his yearly anthology,
The Best Short Stories, and O'Brien's critical judgment on quality fic

tion has l o n g been recognized.
tion,

As an authority in American short fic

h i s anthologies give testimony to the fact that Esquire (again a

consumer men' s entertainment magazine) outranked all other magazines in
its

classification and even a few literary magazines in number and per

centage of quality stories published.

For example, Esquire consis

t e n t l y p u b l i s h e d by number more stories than Story, Harper's Bazaar,

At l a n t 1c Mo n t h l y , H a r p e r ' s Magazine, and Southern Review and better
s t o r i e s by percentage than The Saturday Evening Post and Cosmopolitan,
among o t h e r s . ^

I t was not until the 1936 edition that an Esquire story

was r e p r i n t e d i n t he O'Brien yearbook.

That year Manuel Komroffs

"That Blowzy Goddess Fame" was elected, one of the thirty that year.
The n e x t y e a r one of Komroff's stories was again selected, "The Girl
w i t h the F l axen H a i r , " as was Hemingway's "The Snows of Kilimanjaro."

Of t h e s t o r i e s c o l l e c t e d f o r t he 1938 e d i t i o n ,
o f one out o f e v e r y s i x s t o r i e s

E s q u i r e was t h e s o u r c e

in t h e b o o k; t h a t y e a r K o mr of f a g ai n
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was in the ranks with "The Whole World is Outside" (Komroff also wrote
part of the Introduction of this volume,)

Other Esquire nominees were

Pietro di Donato, "Christ in Concrete" (1937); Michael Fessier, "Black
Wind and Lightning" (1937); Morley Callagham, "The Cheat's Remorse"
(1937) ; Jesse Stuart, "Huey, the Engineer" (193/); and Ira Wolfert,
"Off the Highway" (1937).

The succeeding years through 1941 found

O'Brien choosing the following stories:

Manuel Komroff, "What is a

Miracle?" (1938); Walter Schoenstedt, "The O' 1

... m e River Barge"

(1938) ; Harry Sylveste". "The Crazy Guy" (1938); Heinz Werner, "Black
Table*

the Empire" (1938); Erskine Caldwell, "The People vs. Abe

Lathan, Colored” (1939); F. Scott Fitzgerald, "Design in Plaster"
(1939) ; Manuel Komroff, "Death of an Outcast" (1939): George Slocombe,
"The Seven Men of Roven" (1939) : Irwin Shaw, "Triumph of Justice" (1940)
and Budd Wilson Schulberg, "The Real Viennese Schmalz" (1941).
At this time Harry Hansen, the literary editor for the New York
World-Telegram, selected and edited the yearly anthology of prize sto
ries, the 0. Henry Memorial Award yearbook.

In 1934 Louis Paul's "No

More Trouble for Jedwick" won first prize; the award gave Gingrich par
ticular delight since Paul was an Esquire "Discovery."

William Saroy

an's "The Summer of the Beautiful White Horse" was collected in the 0.
Henry yearbook of 1938; the following year David C. De Jong's "Calves"
and Erskine Caldwell's "The People vs. Abe Lathan, Colored" vjere
selected.
In publishing Hemingway, Fitzgerald, and Dos Passos, Gingrich
took his greatest pleasure, and Esquire here could lay claim to its
impressive literary legacy.

Hemingway and Dos Passos both appeared in
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the first issue; however, Hemingway’s piece was a sporting letter.
Fitzgerald appeared early in 1934 and frequently in 1940-41.

That Ging

rich cultivated his personal relationship with these three giants of
American letters did not. necessarily lessen his expectations nor demands
of them as their editor, the exceptions being some of Hemingway's sport
ing letters.
Ernest Hemingway's contributions to fiction was small in number
but significant in impact.

The achievement of "The Snows of Kiliman

jaro" (August, 1936) is a commonplace in American short story study;
with its explications of the frozen leopart epigraph; the autobiograph
ical, symbolic, psychological, philosophical-artistic-identifications,
and the celebrated "poor Scott Fitzgerald" reference (Fitzgerald's
"Crack-up" Series preceded "The Snows" in February, March, and April),
the story is indeed an American classic.

Notwithstanding, Gingrich

requested and Hemingway allowed two editorial changes in the story
before it was finally printed:

Hemingway agreed to drop the second of

the two epigraphs and drop the word "ass" in the sentence, the girl
"needed no pillow under her ass."

(Gingrich, 1971, pp. 267, 273-74.)

2

In that same year the magazine published "The Tradesman's
Return" (February, 1936) and "The Horns of the Bull" (June, 1936).
"The Tradesman's Return" became, with slight revision, Part II, "Harry
Morgan (Fall)," of Tc Have and Have Not.

Briefly, the story is about

Harry, a rum runner, who is wounded in his aim, and of his black helper
who, in contrast to Harry, complains of his wounds.

Believing an

approaching boat is the authorities, Harry dumps his rum.

The boat

turns out to be a fishing boat carrying two degenerate Washington
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politicians.

The theme in the story is common to other Hemingway works:

stoic endurance and a private code.

It was a story in the tough-guy

tradition which some other writers exploited in the magazine at that
a
time.
When Fitzgerald wrote to Hemingway, thanking him for inscribing
a copy of For Whom the Bell Tolls, Fitzgerald made this assessment of
To Have and Have Not:
1 never got to tell you how 1 liked To Have and Have Not either.
There is observation and writing in that that the boys will be imi
tating with a vengeance— paragraphs and pages that are right up
with Dostoevsky in their undeflected intensity.
(Turnbull, 1966,
p. 339. )1
4*
*
6
"The Horns of the Bull" was later revised and retitled "The
Capitol of the World."

Carlos Baker succinctly summarizes the story

and interestingly reveals Hemingway's attitudes toward two major
magazine editors:
By the end of March [1936], when Harry Payne Burton came down from
Cosmopolitan to talk big money in a confidential voice, Ernest was
ready with a new Spanish story. It was about a country boy named
Paco, assistant waiter at a bull fighters' pension in Madrid. Like
all of his kind, Paco aspired to be a matador, only to bleed to
death after a make-believe bullfight involving two meat knives and
a dining-room chair.
Burton told Ernest that he would pay $40,000
for the first serial rights to Ernest's new novel, $7,500 for long
stories, and $3,000 for shorter ones. But he showed little inter
est in the tragic tale of Paco.
Ernest sent it off to Gingrich as
a substitute for another of his nonfiction articles.
(Baker, 1974,
pp. 362-63.)^
So rather than collect $3,000 from an insensitive Burton, Hemingway got
$200 trom Gingrich.

6

"The Denunciation" (November, 1938), "The Butterfly and the
Tank" (December, 1938), and "Night Before Battle" (February, 1939), all
later collected in The Fifth Column and Four Stories of the Spanish
Civil War (1969) were stories of Hemingway's Spanish Civil War
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experience.

During this period Hemingway was sending news dispatches

from Spain for the North American Newspaper Alliance.

All the stories

involve Loyalists and brief episodes in their hangouts, like Chicote's
Bar.

For example, in "The Denunciation" Hemingway used the war to

demonstrate, through the person telling the story, a private morality
which characterized the codes of many of the heroes of his other fic
tion.

The story transpires in a simple evening at Chicote's Bar, "a

place sort of like The Stork, without the music and the debutantes, or
the Waldorf's men's bar if they let the girls in."
1938, p. 39.)

(Esquire, November,

The person relating the story identifies a Fascist spy

talking to some Loyalist soldiers.
spy and has "denounced" him.

The waiter has also identified the

Knowing that other Loyalists will come to

pick up the spy and execute him, the narrator leaves the bar.

Later

recalling the capture of the spy, Luis Delgado, the narrator tells the
executors to tell Delgado that it was he, not the old waiter, who
"denounced" him.

The Hemingway ethic is evident in the concluding

paragraph of the story:
All we clients of Chicote's had a sort of feeling about the
place.
I knew that was why Luis Delgado had been such a fool as to
go back there. He could have done his business some place else.
But if he was in Madrid he had to go there.
He had been a good
client as the waiter had said and we had been friends. Certainly
any small acts of kindness you can do in life are worth doing. So
I was glad I had called my friend Pepe at Seguridad headquarters
because Luis Delgado was an old client of Chicote's and I did not
wish him to be disillusioned or bitter about the waiters there
before he did.
(Esquire, November, 1938, p. 114.)
Appearing in thirty-three of the first thirty-five issues of
Esquire, Hemingway received adequate advance notice with Gingrich's
blurbs in "Backstage" like "Ernest Hemingway is in Africa on a safari"
or "Ernest Hemingway is in Piggott, Arkansas for the quail season."

138
The large number of positive comments about Hemingway in "The Sound and
the Fury" indicated that most of his readers understood and appreciated
his work.

it was, however, in a Gingrich editorial that Hemingway’s

contribution to American literature was fully stated in the magazine.
Shakespeare knew, and put on paper centuries ago, what every
artist who survived his obituary notices has had to find out on his
own: "To thine own self be true and it must follow as the night
the day, thou canst not then be false to any man." No artist of
our day has learned the lesson any more thoroughly than Ernest Hem
ingway. To himself ever faithful, he has held true to his longsince self-charted course, with the courage and the conviction to
ignore the tempting wraiths that have beckoned him to the right and
left of the path he knew he had to follow. And this steadfast
steering by his stars has cost him not one but many fortunes he
might have picked up .in easy money, these past twelve or thirteen
years, by "selling out." It has also lost him, these past four or
five years, the allegiance of that majority of the critics, those
who follow the literary "fashions." This falling away of the lit
erary camp-followers has not surprised him. . . . For Mr. Hemingway
has never been deceived by the fickleness of fame's time tables,
at a very early age he came to the kind of fame that has often
turned far older heads. He was a legend at thirty. At forty he
can look back, as Rembrandt could at the same age, at early work
already crowned by contemporary fame, and look ahead toward later
work as the solid basis of fame in the future.
For it was, in a
sense, only so long as he remained the apprentice of his art that
he remained the fair haired boy of the critics. Having mastered
it, and having begun to use it, no longer as an end in itself but
as a medium of mature expression, he began the inevitable aliena
tion of those who follow fashions in the arts. While mastering a
medium he was understood, and uncritically adored. Now, having
mastered it and having begun to use it to satisfy himself, he is
misunderstood and uncritically hated. This same thing has happened
too often in the past to occasion any surprise now. But it explains
why many things are. being said of him, and why almost none of what
is being said is true.
They say, for instance, that he is juvenile, that he has refused
to grow up. They can't forgive his fishing ar.u hunting. They wish
he would grow up and face the ugly facts of our changing times.
They wish he would show in his writings some awareness of the pock
marked political complexion of our era. In other words, season his
literary soup to the moment's taste with a sprinkling of classconsciousness, of politico-sociological salt.
They forget that pol
itics, as such, is the death of art, that nothing can more damagingly "date" a work of art for the future than preoccupation with
what seems to be serious things of the moment. . . . But they call
him juvenile because, with an artist's wisdom, he chooses to devote

his art for a time to the only changeless things there are, the
woods and waters and the denizens thereof. . . .
. . . More completely and consistently the conscious artist
than any other writer of our time, he worked with almost Hindu self
absorption on the development of what has become the most infec
tious literary style in the language.
Even then he was not under
stood. They thought that he wrote exactly as people talked, that
his style was simply that of an ubiquitous and skillful courtreporter.
It wasn't. People never talked like Hemingway charac
ters. At least they never did before. Now they do. For, aside
from moulding a generation's writing manner, he has tinged a gen
eration's speech.
His influence on other writers has been wide but by no means
always salubrious. The temptation has always been to copy the man
nerism without succeeding in duplicating the method. And the Hem
ingway method is to the Hemingway style what the submerged seveneighths is to the iceberg's exposed eighth.
For like Cezanne, Hem
ingway not only worked out a new way of setting things down, but,
far more important, he worked out a new way of looking at things
before setting them down. And that is something in which the count
less writers of the Hemingway school have neglected to follow their
master. It's no trick to copy the Hemingway style. It's almost as
easy to duplicate it as it is to parody it. But it is the trick of
a lifetime to duplicate the method of seeing with the. Hemingway eye
for significant and selective detail, to achieve the all-important
pattern down to which to strip the so-called "stripped style."
This is the thing that makes the Hemingway manner a snare and a
delusion for young writers, because it is inseparably inherent in
the well-nigh copyproof Hemingway method.
The old man hiisseif, sure-footed as he is on his own ground, is
none too sharp in detecting in the work of others this allimportant difference between the solid substance and the empty
shell. An excellent, even sometimes a scholarly, appraiser of the
works of writers dead and gone, he is not a good critic of contem
porary writers. The very intensity with which he has worked out
his way of writing for himself has given his subconscious mind an
inclination to think of his way as the only way. For him, of
course, it is. He pulses so strictly (more strictly than anybody,
Flaubert or anybody) that he has at last succeeded in perfecting
what is for him the inevitable and only way “o say anything.
In
the process, he has acquired a blind spot. Things that are said
his way, by others, are apt to fool him into thinking they are bet
ter than they are. . . . His judgment of modern painting is better
than his judgment of modern writing, while his judgment of people
is better still.
But his judgment, in other words, may sometimes be open to ques
tion. His honesty never.
Yet plenty of people will tell you he's
"sold out." Well, there never lived a man with more chances.
From
1924 until now there has hardly been a month when one temptation
hasn't been overlapping another.
He could have become, by a stroke
of the pen, the highest-paid of all the purveyors of slick

newsprint, not to mention shining celluloid, and this was true not
once or twice but often. But he has gone "gay down the way and on
alone," working slowly and never less painfully, writing everything
at least three times over and often more so that every last sen
tence is at least triple-distilled, writing to please the true
artist's only rightful master, himself.
He is the St. Anthony of modern letters.
It is no wonder that,
to keep faith with himself, he has turned his back on the tea
drinking, back-scratching, log-rolling literary world, to become
and remain an almost-hermit. (Esquire, February, 1937, pp. 5, 28.)
Gingrich's enthusiastic endorsement of this man in American lit
erature covers most parts of his craft, his personality, and his renutation.

Gingrich also points to his limitations in character.

In all,

this review appears to be complete— at that time— of Hemingway the man
and the legend.
Gingrich's "Salute and Farewell" to F. Scott Fitzgerald exceeded
that of Hemingway's in space and praise.

Gingrich's eulogy was a sen

sitive assessment of Fitzgerald at a time when he was not receiving the
critical tribute he now has posthumously enjoyed.

He prefaced his

review of Fitzgerald's career with an anecdote in which John Gunther
told Gingrich that the one American he, as a good newspaperman, wished
to meet was Fitzgerald, a "genius":
We couldn't help recalling it [John Gunther's comment] with a cer
tain wry bitterness, this Christmastime, when we read the perfunc
tory obits with which American newspapermen shrugged out the news
that Scott Fitzgerald was dead. There may have been some honorable
exceptions here and there [in American newspapers], but if there
were we missed them. All the news stories and editorial comments
that we saw ranged from niggardly to nonsensical, as estimates of
the stature of Scott Fitzgerald in American letters. From West
brook Pegler down (or up, depending on which end of the telescope
you use in looking at Pegler) everybody seemed bent on remembering
him for his worst book, Flappers and Philosophers, and forgetting
all about the book by which he will be remembered.
In most of the
newspaper stories The Great Gatsby was given mere passing mention,
if any at all, while most of the space was devoted to This Side of
Paradise which compares to The Great Gatsby about as George Moore's
Confessions of a Young Man compares to his Esther Waters. And it
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took the New Yorker magazine to tell the great New York Times that
The Beautiful and Damned was not "a book of short stories," nor was
its name The Beautiful and THE Damned.
It is doubtful that more than one novel and a handful of short
stories will endure, out of Scott Fitzgerald's many writings over
the past twenty years. Yet nobody, of all the writers of our time,
could write as well as he. Almost everybody had as much, or more,
to say, but almost nobody could ever say it as well. Scott Fitz
gerald drew the finest and purest tone from the English language of
any writer since Walter Pater, who also, as fate would have it,
never had anything to say half worthy of his incomparable ability
to express it. . . .
. . . Here at Esquire he was the seven-year despair of our
proofroom. Very seldom did we manage to get to press with any of
his writing without receiving from one to four revised versions
after the original had been set in type. And every time he wrote a
new Pat Hobby story he would want the order of appearance shuffled
all over again on all those awaiting publication. More than once
we received revised versions of the Hobby stories either on or
after the date of their actual appearance on the newsstand. Each
time that happened he would act as if his whole career had been tor
pedoed without warning. Finally we had to send him a sort of ulti
matum laying down the deadlines for revision on the various stories
in the series. As this is written two of those time-limits have
not yet expired.
In addition to the two remaining stories that
round out the series we have two other Fitzgerald stories, written
during the Pat Hobby period but held for later publication to avoid
breaking or conflicting with the continuity of the Hobby sto
ries. . . .
. . . Failure always fascinated him. That's why he enjoyed
writing about Pat Hobby more than almost any character that came
from his pen since that first far away and long ago Amory Blaine.
(We are suddenly reminded of a truism with which Scott began one
of his early short stories:
"Start out with an individual and you
find that you have created a type— start out with a type and you
find that you have created nothing.") And if your memory goes away
back twenty years to This Side of Paradise you may be interested to
hear that his own favorite scene in that first book of his was the
one where the boy holds his classmates breathless while he opens
the. envelope in which a pink slip will tell him that he stays in
Princeton, or a blue slip that he must leave. Waving the failure
slip he says "blue as the sky, gentlemen"— a gesture worthy of
Cyrano and his plume at heaven's gate. . . .
. . . Well, lie's gone and we shall miss him. We shall miss
both the writer that he was and che one that might have been.
We've no idea what epitaph he might have lii a, but we feel that
Marlowe's mighty lines were not too good for him, those lines that
run: Cut is che branch that might have grown full straight, and
broken is Apollo's laurel bough.
At any rate we know that he deserved a far better press than he
received, although it probably was precisely the kind of press that
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he himself would have expected. That was the kind of cruel jest
that would have given him sardonic satisfaction, in the realization
that at least and at last and for once he had not kidded himself.
(Esquire, March, 1941, p. 6.)
The eulogy is prophetic in light of the revival of Fitzgerald
in the 1960's and 70's, which includes several full length studies by
Arthur Mizener and Andrew Turnbull among others; a myriad of Ph.D. dis
sertations, The Fitzgerald Newsletter, and the Hemingway-Fitzgerald
Annual..

Gingrich also correctly guaged the critical weight of his

novels and pointed out his major themes; last, recognizing his personal
quirks and professional shortcomings, this review of Fitzgerald's
career seems to cover all facets of the man and his work.
Fitzgerald contributed a total of thirty-four short stories to
the magazines, including the Pat Hobby series which ran from January,
1940 through May, 1941.

The merits of the stories are uneven; some of

the work he himself labelled, in a letter to Maxwell Perkins in Decem
ber, 1939 as "unprofitable hacking for Esquire."
314.)

(Turnbull, 1963, p.

Fitzgerald turned to Esquire because The Saturday Evening Post

would no longer take his stories and because Gingrich always had been
one of his admirers.
Regarding the few pot-boilers he did for Esquire, he explained
to Zelda, in a letter of October 6, 1939, that he was on the verge of
financial bankruptcy— his usual state at the time:
Living in the flotsam of the international situation as we all
are, work has been difficult.
I am almost penniless— I've done
stories for Esquire because I've had no time for anything else with
$100.00 bank balances. You will remember it took me an average of
six weeks to get the mood of a Saturday Evening Post story.
(Turnbull, 1963, p. 128.)
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As for his ostracism from the Saturday Evening Post, he wrote her again
on May 18, 1940:
It's hard to explain about the Saturday Evening Post matter.
It isn't that I haven't tried, but the trouble with them goes back
to the time of Lorimer's [the editor's] retirement in 1935. . . .
Since then I lost the knack of writing the particular kind of sto
ries they wanted. . . . The rather special things that I brought to
it, the intelligence and the good writing and even the radicalism
all appealed to old Lorimer who had been a writer himself and liked
style. The man who runs the magazine now is an up-and-coming Re
publican who gives not a damn about literature and who publishes
almost nothing except escape stories about brave frontiersmen,
etc., or fishing, or football captains— nothing that would even
faintly shock or disturb the reactionary bourgeois. Well I simply
can't do it and, as I say, I've tried not once but twenty times.
(Turnbull, 1963, p. 136.)
Of course not all of Fitzgerald's contributions were of the pot-boiler
nature; his non-fiction contributions, discussed in chapter three,
included the now classic "Crack-up" series.
of financial desperation is evident.

However, that he wrote out

Having been in the habit of

receiving $4,000-$5,000 per story from the Post and Cosmopolitan, the
Esquire gratuity of $250 per story surely must have been an adjustment,
financially and psychically.

Perhaps this accounted for the testy reply

to Helen Richards, Gingrich’s secretary, upon receipt of an Esquire
check:
Will you tell that so-called Mr. Gingrich that I am accustomed,
in my haughty way, to some word of approbation if not ecstasy about
my contributions.
Bland and chaste as your check was, it somehow
lacked emotion. However, we are accepting it.
(Turnbull, 1963, p.
615.)
The move from The Saturday Evening Post to Esquire marked a
change in his style.

John H. Higgins, in his study F. Scott Fitz

gerald As a Writer of the Short Story, demonstrates that Fitzgerald
experienced a maturing of style and point of view during his stay with
Esquire:

.144
The development of paramount significance in Fitzgerald's short
story writing during his last eight years of life, his most
neglected period, is the complete transition in his technique from
the long, fully plotted, crowded story unfolded in abundant (if no
longer luxuriant) prose, to stories that are far more concise in
better overall, structure and prose style.
(Higgins, 1968, p. 239.)
Higgins makes a story-by-story analysis, showing how Fitzgerald's style
in short fiction, mainly in Esquire but also other magazines, changed
from the flowery success-and-romance stories of the 1920's Post vintage
to simple statement, indirection, single episode stories of failure cul
minating in the spare comic-ironic satire of Hollywood through the
persona of Pat Hobby, the likeable hanger-on underdog screen writer.
Two stories that demonstrate Fitzgerald's change in subject mat
ter and style are "An Alcoholic Case" and "Design in Plaster."

In "An

Alcoholic Case" a public health nurse attempts to "help" an alcoholic
cartoonist stop drinking.

On giving up on the prospect, she foes back

to him only to find she cannot treat his "Will to Die."

In contrast to

a romantic ending (that Fitzgerald might have written for The Saturday
Evening Post) in which she would help him overcome alcohol and perhaps
end up marrying him, Fitzgerald wrote the following concluding scene:
Suddenly she knew he wasn't looking for that [a bottle of
liquor]. He was looking at the corner where he had thrown the bot
tle this afternoon.
She stared at his handsome face, weak and
defiant— afraid to turn even half-way because she knew that death
was in that corner where he was looking. She knew death— she had
heard it, smelt its unmistakable odor, but she had never s?.en it
before it entered into anyone, and she knew this man saw it in the
c o m e r of his bathroom; that it was standing there looking at him
while he spit from a feeble cough and rubbed the result into the
braid of his trousers.
It shone there . . . crackling for a moment
as evidence of the last gesture he ever made.
(Esquire, February,
1937, p. 109.)
The nurse reported to her supervisor the next day:

trv.

"It's not like anything you can beat— no matter how hard you
This one could have twisted my wrists until he strained them
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and that wouldn't matter so much to me.
It's just that you can't
really help them and it's so discouraging— it's all for nothing."
(Esquire, February, 1937, p. 109.)
The nature of this episode takes on significance when one sees the auto
biographical nature of it, recognizing that alcoholism in part or wholly
destroyed his craft for a time.

8

"Design in Plaster" appeared in November, 1939; his first
appearance again in Esquire after a 22 month absence.

Fitzgerald's

fate and fortunes are revealed in typical "Backstage" style:
F. Scott Fitzgerald ruined a shoulder and two shoulder blades
diving into an unruffled pool in 1936 and spent seven months in bed—
thence going to Hollywood. . . . So it's over two years since he
has done any magazine stories— though his name has flashed momen
tarily on the screen as adapter of Remarque's Three Comrades; and
he was one of the seventeen writers on Gone With the Wind. He has
a sophomore daughter at Vassar whose first writing just appeared in
M ademoiselle. Says his height and coloring are the same as they
were at the last writing, and he's wearing the same suit, hat and
shoes.
(Esquire, November, 1939, p. 36.)
"Design in Plaster" concerns a hospitalized man who is in a plaster
cast and his wife of whom he is jealous.

Thinking she is having an

affair with one of the "French crowd," he struggles out of bed and up
to her apartment.

There he falls and re-injures himself.

Although she

was alone at the time, she realizes that her husband was using jealousy
to enslave her, and she resents it.

The story closes with her asking

her Frenchman friend, "Do you want to come and tell me good night?"
(Esquire, November, 1939, p. 169.)
In his introduction to The Pat Hobby Stories, Gingrich supplies
the history of the stories and cites many telegrams which they had
exchanged during that time, revealing moments of affection, desperation,
exasperation, but always a literary respect between the two men.
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Pat Hobby was a character whom Fitzgerald described as a "rat,"
but a likeable rat.

Hobby was a hanger-on screen writer from the

silent screen days.

Nov/ desperate for any rev/rite jobs, he prowled

studio panhandling.

Always the failure of the story, he was not

modeled upon Fitzgerald himself.

the

That The Pat Hobby stories were not

published collectively until 1965 indicated that the literary brokers
did not consider the stories worthy.
introduction:

Gingrich makes this point in his

"the scholars began falling, with singular uniformity,

into one pathetic fallacy about Pat Hobby:

these stories are about a
9

hack, ergo these stories are hack work."

(Gingrich, 1962, p. xxiii.)

Because the stories were about failure, the stories were considered
artistic failures.

Gingrich explained the literary situation as one

that ought to have embarrassed Maxwell Perkins and Harold Ober,"^ who
would not consider the Hobby stories worthy of their support:
Failure always fascinated Fitzgerald, and he would have felt sar
donic satisfaction in having created, in Pat, such a thoroughgoing
failure that he couldn't ever, so to speak, "get on the lot" for
more than twenty-one years.
For while everybody and his ghost
began putting between book covers every least and last scrap of
Fitzgeraldiana, poor Pat, as the one remaining Fitzgerald "origi
nal," couldn't even get into print.
(Gingrich, 1962, pp. xxi-xxii.)
Evidently, Fitzgerald was concerned even at the time about the popu
larity of Pat in Esquire; in response to a letter from Fitzgerald,
asking what reaction Gingrich was getting from the series, Gingrich
jreplied:
There's very little reaction on fiction so it's difficult to gauge.
My own feeling is that Pat must be gaining and holding an audience
but I have nothing to support that hunch.
As I think I told you once before, I had quite a lot of nice
word-of-mouth reaction about the series in its first couple of
months, by people around New York— such as agents, columnists,
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critics, etc. But I have no later sampling of public opinion than
that.
(Letter. Gingrich to Fitzgerald, June 19, 1940. )-*--*"The Home of the Stars" is representative of the Pat Hobby
series.

In this story, Pat's old car happens to boil over one hot sum

mer afternoon.

While sitting under an umbrella of a temporarily aban

doned Hollywood Guide Service stand (while allowing his near-by car to
cool off), a couple in a limousine with Missouri license plates stopped
presuming ne was a guxue wuo would get them into some ceiebritv s home,
the couple asked if he could provide them with that service.

Seeing an

opportunity for a quick buck, Pat, by chance and derring-do, took the
couple, Mr. and Mrs. Robinson, into "Shirley Temple's" house.

As they

all were browsing through the house, Pat happened to see the owner, Mr.
Marcus— a producer Pat had known for twenty years, drive up.

The fol

lowing concluding paragraphs of the episode illustrate Fitzgerald's
comic sense and style:
At this point Pat lost his head.
In a flash he pictured an
elaborate explanation as to what he was doing there. He would not
be forgiven. His occasional weeks in the studio at two-fifty would
now disappear altogether and another finis would be written to his
almost entirely finished career. He left, impetuously and swiftlydown the stairs, through the kitchen and out the back gate, leaving
the Robinsons to their destiny.
Vaguely he was sorry for them as he walked quickly along the
next boulevard.
He could see Mr. Robinson producing his card as
the head of Robdeer Food Products. He could see Mr. Marcus' skep
ticism, the arrival of the police, the frisking of Mr. and Mrs.
Robinson.
(Esquire, August, 1940, p. 120.)
That the importance of The Pat Hobby Stories comes from their filling
in the space between Fitzgerald's previous work and his unfinished
novel about Hollywood, The Last Tycoon, is usually agreed upon by
critics.
integrity.

However, as Gingrich assessed, the stories do have their own
Perhaps Andrew Turnbull best summed up Fitzgerald's last
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s h o r t stories when he wrote,

The prose is lean, swift and deadly accurate. The tone is typical
o f Fitzgerald after his crack-up: utterly detached, stripped of
all illusion, yet compassionate enough to win sympathy for a pro
tagonist who is essentially a rat.
(The New York Times Book Review,
July 22, 1962, p. 6.)12
Wien Gingrich started soliciting contributions to Esquire, he
recruited Dos Passos through the offices of Hemingway.

n. 117-344.)

(Baker, 1968,

Dos Passos had the lead piece of fiction in Esquire1s

first issue, "Back Home in 1919," the first chapter of The Big Money.
Gingrich, who had been collecting works by Dos Passos as well as those
of Hemingway and Fitzgerald, wrote a lengthy editorial in which hu told
the readers that Esquire had been "carrying the torch for the writings
of John Dos Passos" for three years.

(Esquire, October, 1936, p. 5.)

The editorial was necessitated, evidently as a diplomatic gesture but
also as an opportune moment of sincere praise, when Burton Rascoe’s
review of The Big Money appeared in the same issue.

Gingrich, obvi

ously trying to ameliorate any offense to Dos Passos, wrote that only
in a "magazine of infinite surprise" where its critics enjoyed "com
plete freedom of expression" could an author be praised by its editor
and damned by its literary critic.

Gingrich went on to say how great

Dos Passos was as a craftsman of modern prose and yet Burton Rascoe had

"vision and power of understanding . . . beyond that of the ordinary
critic."

The effect of the editorial was to negate Rascoe's criticism

w h i l e allowing Rascoe his say.

Gingrich, however, had been publishing

Dos Passos since the first issue and had also come to know him in a
s o c i a l way when the two had gone to Key West to fish with Hemingway.
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To reinforce his judgment, Gingrich quoted in part Esquire's "Backstage"
note of 1933 on Dos Passos:
It's going on three years, now, or as long as the magazine has been
in existence, that we have been beating the drum for Dos. As far
back as our first issue, in the fall of thirty-three, we said of
him, "He is an author who ought to be read by everyone and could
get along without being read by his admirers— we mean that he has a
tremendous following among the long haired literary audience and
deserves to have it among all readers of books. No one, with the
possible exception of James Joyce, has had such a pronounced influ
ence on the contemporary novel. The characteristic Dos Passos
novel, kaleidoscopic in treatment and polyphonic in form, took
shape with Manhattan Transfer. The 42nd Parallel and 1919, while
complete books in themselves, are connected and carry the same cast
of characters. A novel now in preparation carries on from the
point where 1919 left off. Until someone can show us conclusively
that we're wrong, we lay our money in the Great American Novel
Sweepstakes on the ultimate great book of which 42nd Parallel and
1919 form the beginning and middle. Well, that was three years ago
next month. In the interim, along with notes on how to read him,
we have served up pieces of Dos Passos* writings as often as we
could lay hands cn them. And two months ago, in the Backstage, we
told you that "the novel now in preparation" was completed and
about to be published as The Big Money, and reminded you again, in
case you'd forgotten, that it is, along with The 42nd Parallel and
1919, a masterpiece.
(Esquire, October, 1936, p. 5.)
In total, Gingrich published in various parts of the magazine eight
pieces that eventually were incorporated into The Big Money.
these pieces will be discussed in other parts of this essay.)

(Some of
Those

parts that appeared as fiction included "Back Home in 1919" (Autumn,
1933), "The Celebrity" (August, 1935), "None but the Brave" (January,
1936) and "The Big Director" (May, 1936).
That Gingrich picked "Back Home in 1919" as Esquire's introduc
tory prose piece was indicative of Gingrich's editorial acumen, sup
ported his editorial view of Type III fiction, and in an indirect way
told the reader that this was a "tough" magazine for men.

The story

concerns Charley Anderson, a veteran of World War I, who wakes up one
morning on the Niagara, at anchor in New York harbor.

The previous
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night he and assorted acquaintances celebrated their return; as one fellov; put it, thematically stating the book’s intent, "We could stand the
war, but the peace has done us in."

(Esquire, Autumn, 1933, p. 11.)

The first paragraph of "the masterpiece" lays bare the U. S. war hero
and sets the. tone for the novel:
Charley Anderson lay in his bunk in a glary red buz?.: Oh
Titine . . . damn that tune last night.
His head was full of
voices and champagny fizzle and Mrs. Johnson's long hazel eyes and
her singsweeL tones: the French are so much wiser.
He lay flat
with his eyes hot; the tongue in his mouth was thick warm sour

felt.
He. dragged his feet out from under the blanket and hung them
over the edge of the bunk, big white feet with pink knobs on the
toes. He let them drop to the red carpet and hauled himself
shakily to the porthole. He stuck his head out.
Instead of the
dock, fog, little greygreen waves slapping against the boat's
scaling side. At anchor. A gull screamed above him hidden in the
fog. He shivered and pulled his head in. Christ what a head. . . .
His head and stomach throbbed in time now. He pulled out the
chamber pot and leaned over if. He gagged: a little green bile
came.
(Esquire, Autumn, 1933, p. 10.)
Charley, the "hero” of the patriotic war was retching; he had
had on ship an affair with Mrs. Johnson who told him to come and "see
me" sometime; it was Sunday and thick fog obscured New York's skyline.
In brief, the episode was a metaphor of a psychic and social malaise
more severe than a simple hangover.

A low-class affair, alcoholic

escape; waiting unemployment; and all on a Sunday morning return to
Home,

The images of "None But the Brave," sharing the ironic quality

in its title with "Back Home in 1919," also inform of a sick civiliza
tion.

After the "ratfaced bellboy" showed Charley to his room,

Charley stood looking out the window as he unbuttoned his tunic.
He was high up. Through a street of grimy square buildings he
could see some columns and the roofs of the new Penn Station and
beyond, across the trainyards, a blurred sun, setting behind high
ground the other side of the Hudson. Overhead was purple and pink.
An El train clattered raspingly through the empty Sunday evening
streets. The wind that streamed through the bottom of the window
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had a gritty smell of coalashes. Charley put the window down and
went to wash his face and hands. The hotel towel felt soft and
thick with a little whiff of chloride. He went to the looking
glass and combed his hair. Now what?
(Esquire, January, 1936, p.

42.)
The other two pieces continue in the frame of disillusionment, pessi
mism, and decay of values.

Esquire was the home of these modern fic

tion pieces, where Dos Passos poetically documented the despair of the
post-war American intellectuals.
That Gingrich wanted to print controversial and politically
explosive material— and yet be fashionable— when Esquire first came out
is evident in this letter to Dos Passos:
I wish you would really kick the Scottsboro thing wide open.
Now that it is the basis of a successful play on Broadway, it seems
to me that it is better than ever for us. Of course, if you don't
feel like writing about it, it would be silly to press it, but when
I think of the way you wrote those things on Debs, etc,, in the big
novel, my mouth waters to think what we might get.
(Letter. Ging
rich to Dos Passos, March 16, 1934.)
Dos Passos never did take up the celebrated Scottsboro trial.
Hemingway, Fitzgerald, and Dos Passos— chroniclers of despair,
disillusionment, decay, and failure— were three writers of unmeasurable
influence on American letters.

In these writers alone Gingrich could

claim a literary heritage in scope and quality that even literary maga
zines would envy.
Esquire published other major figures in American literature,
writers whose worth and influence was established either at the time
the magazine published their work or later when their reputations would
be recognized.

Other well-known American writers who contributed sev

eral stories to the magazine during the Depression era were Erskine
Caldwell, Morley Callaghan, David Cornel De Jong, Arthur Davidson Ficke,
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Stephen Longstreet, Manuel Komroff, William Saroyan, Erwin Shaw, John
Steinbeck, Jesse Stuart, Thomas Wolfe, and Louis Zara.
All of Caldwell's stories in Esquire were white-and-black sto
nes.

In these stories Caldwell's sympathies are with the poor and

ignorant blacks who try to maintain a sense of dignity; this assertion
of pride usually results in severe punishment by the decadent Southern
whites.
ality.

These stories also deal with crude humor and elemental sexu
"August Afternoon” appeared in the pilot issue and was the

portrayal of cowardice in which a farmer allowed his daughter to be
molested by a traveling salesman.

"Martha Jean" (January, 1935) dealt

with the rape of Martha Jean, a fifteen year-old girl who happened to
walk into a late-night bookie joint run by Nick.

Nick, the owner,

forced himself on her in spite of the narrator's attempt to stop him.
Nick, a strong arm, held the others at bay because he was the loan
shark who gave them money for pool, horses, and slot machines.

Beaten

Up and turned out by Nick, the narrator's attempt at a heroic gesture
was rendered impotent.

He looked up at the black bedroom window above

Nick's joint where Nick had taken Martha Jean:
Once I thought I heard Martha Jean scream, but when I stopped and
listened in the stinging sleet, I could not hear it again. After
that I did not know whether it was she or whether it was only the
wind that cried against the sharp corners of the buildings.
(Esquire, January, 1935, p. 140.)
In contrast to this tough story of human subjugation, Caldwell's "The
Sick Horse" offered the Esquire reader primitive country humor.
jtwo Georgia farmers get fleeced in a horse trade.

Here

They try to revive a

swav-back plug with castor oil, and upon returning to the barn with
neighbors who want to see King, the horse, they see that his stall was
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empty.

They find him in the outhouse behind the barn, dead but stiffly

erect on his haunches over the one-holer.
Of Caldwell’s stories of the white-and-blacks, "The People vs.
Abe Lathan, Colored," an O'Brien award winner, was the most poignant.
Abe Lathan was perfunctorily served an eviction notice and a warrant,
signed by his landlord Luther Bolich.
Luther for no pay.

Abe, past sixty, worked for

Now the white landlord had Abe, jailed on a false

charge of threatening to do bodily ham.

In an emotionally moving con

clusion, Abe's son, Henry, returns from an unsuccessful bid to get a
lawyer (none wanted to become known as "nigger lawyers") to defend his
father;
Henry gripped the bars, thinking about all the years he had seen
his father and mother working in cotton fields for Luther Bolick
and being paid in rations, a few clothes, and a house to live in,
and nothing more.
"Why did they say [no] for, Henry?" his father insisted?
"I reckon because we is just colored folks," Henry said at last
"I don’t know why else they would say things like that."
The jailer moved behind Henry, prodding him with his stick. Henry
walked down the hall between the rows of cages towards the door
that led to the street. He did not look back.
(Esquire, August,
1S39, p. 145.)
He did not look back because he knew he faced a similar fate.
In David C. De Jong's "Going All the Way" (May, 1934), an Ameri
can novelist meets two vacationing American girls in Holland, and the
girls

invite themselves to the writer's room for a "noble experiment."

The j a d e d writer refuses the menage a trois proposal and calls his land
lady to escort the girls out.
1936)

De Jong's "Calling in Night" (October,

finds a father witnessing his daughter-in-law's flirtations with

her n e i g h b o r ;

t he husband is critically injured in a car accident and

the f a t h e r must go and tell his daughter-in-law, knowing she has her
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"friend" with her.

"A Point of Honor" (January, 1940) finds a man

apparently being picked up by a woman in a theater.

He tries to

extri

cate himself from her machinations, only finally to have her accuse him
of being fresh.

De Jong's 0. Henry prize-winning story was of a com

pletely different subject.

"Minding the Calves" (August, 1939) was a

story of a mute boy and the calves he raised.

A tale of a primitive-

mystical relationship between the "crazy" orphan boy being raised on
his uncle's farm and seven calves, it is reminiscent of Sherwood Ander
son's "A Death in the Woods."

After feeding the calves all summer, the

boy, upon hearing that they would be butchered, released the calves
during a rain-storm.

In the blackness of the storm he cried that God

would take them:
The boy stood still, blinded by the rain, trying to watch Abner [his
favorite calf].
"Abner," he said softly, impotently, realizing
he'd never be able to catch Abner again. Abner was part of the
storm. The storm had gone into Abner. He stood transfixed while
Abner circled around him and nearly toppled him.
(Esquire, August,
1939, p. 119.)
The calves became "demons." Below them he saw the river, milling
and foaming. "You've come," he shrieked. . . He could no longer
hear his own voice. The calves reared beneath him.
(Esquire,
August, 1939, p. 119.)
God, however, failed him; his uncle pulled him from the river.
Morley Callaghan, a member of the Hemingway-Fitzgerald-JoyceWilliam Carlos Williams-Ford Madox Ford crowd of post-war Paris of
which he wrote in his autobiographical reminiscence, That Summer in
Paris (1963), was another regular contributor.

Esquire's "Backstage"

note on Callaghan in its first issue for "Let Me Promise You," suc
cinctly summed up his literary life:
Morley Callaghan is one of the charter members of the so-called
tough baby school of fiction. He is a Canadian who was encouraged
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to write by Ernest Hemingway during the latter's days as a Canadian
correspondent. His first stories xzere published in the "little"
magazines printed in Paris before the depression.
(Esquire, Autumn,
1933, p. 116.)
All of Callaghan's fourteen Esquire stories have been collected in Now
That April's Here (1936) and Morley Callaghan's Stories (1959).

Even

though he was earlier compared to Hemingway in style and in artistic
distance, Callaghan later wrote to Gingrich saying that the human suf
fering of the Depression compelled him to give up his apolitical stance:
For political reasons I think these are terribly difficult times
for a writer, especially if he wants to preserve his integrity, and
you can't preserve it by putting a pair of blinkers on, or sitting
on a fence. I used to be billed as an "official" hard boiled
writer. No one seems to be aware of it but I renounced that long
ago.
(Esquire, October 1937, p. 34.)
Two stories that illustrated Callaghan's changed point of view were
"Possession" (April, 1935) and "The Cheat's Remorse" (October 1937).
In "Possession," a story of unconsummated love and impotence, a man's
unemployment inhibits his love of a xcoman.

In a touching scene, she

takes him to a coffee shop x^here she indirectly finds out that he has
not eaten in days.

There she feeds him, reinforcing the desperation of

his fortunes:
On the way out she slipped the money for food into his hand and
then she bought a package of cigarettes, and when he was buttoning
his coat he found she had slipped the cigarettes into his pocket.
(Esquire, April, 1935, p. 148.)
The story ends on an indefinite point.
she will return.

She leaves him, yet he hopes

Here Callaghan's theme is the emotional torment of

the average man caused by unemployment.

In "The Cheat's Remorse" a man

and a woman, both suffering from hard times, are sitting in a coffee
shop, sipping slowly on coffee and letting the snow melt off their
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shoes.

A drunk, finished with his sandwich, gets up from between them

and drops a dollar.

Each sees it and knows that the other knows that

the dollar bill was on the floor:
Phil got scared and lurched at the bill, one knee on the floor as
he grabbed at it, but she knew just where the bill was and her foot
swung out and her toe held it down with all her weight, absolutely
unyielding as he tugged at it, and he knew there was no chance of
his getting even a piece of it unless he tore it. While he kept
holding the edge of the bill he stared helplessly at her worn shoe
that was wet, and then he looked at her ankle and at the run in her
stocking that went half way up the calf of her leg.
(Esquire,
October, 1937, p. 75.)
They decide to toss a coin for it.

Using a fake coin, he won.

He fol

lowed her out of the coffee shop and confessed about the coin, saying
that he needed the dollar for his shirt laundry bill.

Nonetheless she

left him:
The clean shirt became an absurd and trivial thing and the dollar
felt unclean in his hand. He looked down the street at the tavern
light. He had to get rid of the dollar or feel that he’d always
see her walking away resolutely with her hands in her pockets.
(Esquire, October, 1937, p. 164.)
Although this was not a proletarian story, it approached that kind of
political statement.
Arthur Davison Ficlce, best remembered for his book of poetry,
Sonnets of a Portrait Painter, contributed eleven long stories to
Esquire.

An urbane and aloof mood and point of view characterized

Ficke’s series which were about an eccentric widow of a British engi
neer who now lived on Lake Chapal, not far from Mexico City.

In a

genial, easy conversational style, Ficke used Mrs. Morton as a vehicle
to comment on the Aztec peasants, tourists, the Army, and religion.

In

"The Brother of Mrs. Morton," Ficke's antagonist was a Mr. H. C. Morton
of The Cutie. Compact Company of New York; a crass and insensitive
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moneyed tourist was made the butt of jokes.

This extended paragraph

illustrated how Ficke used Mr. Morton to indict a certain class of
American tourist.

Mr. Morton commented:

The famous cathedral was big— perhaps it was; indeed, as the
guide book said, the largest religious edifice on the American con
tinent, but it was as ugly as a wart on the outside, and its inside
was a mass of tinsel and smelly praying women x^ith black shawls
over their heads. The National Museum had nothing of interest in
it— not a single painting by Corot or Henner or Jules Depre. The
Pyramids of San Juan Teotehuican were just a joke as compared with
the Pyramids of Egypt; and the famous Shr ins of the Virgin at Guade
loupe Hidalgo wasn't worth looking at. Diego Rivera's notorious
frescoes were not only hideous pictures but were almost insulting
to the feelings of civilized people:
imagine the kind of communis
tic savage, who would paint these vulgar libels, making satiric fun
of Mr. Rockefeller and Mr. Ford and Mr. Coolidge and other eminent
Americans! It was impossible to understand why the government of a
supposedly friendly nation permitted it— let alone encouraged and
paid money for it. As for the enormous fresco of Rivera's at
Chapinge, which you had to motor twenty-five miles to reach— well!
. . . It was a reclining female, thirty feet long called, "Fecundite"
and it was the most suggestive thing he had ever seen. . . . The
people in the streets wore pajamas instead of trousers. . . . It was
impossible to get any Grade A milk for Albert [his son], who was
growing and needed it. . . His wife had made him go one evening to
hear Carlo Chevez conduct the National Symphony Orchestra at the
Place of Arts— and he had never listened to such incomprehensible
modernistic rot in his life. . . The red-light district, to which
he had his interpreter Plutarco take him one night on a sight
seeing expedition, was the most sickening dirty one-story slum he
had ever seen— not at all like the handsome mirror rooms of the
resorts in Paris. . . . There wasn't a sky scraper in the whole
city.
(Esquire, August 1937, p. 73.)
In "The Conquest of Mexico" (April, 15.°), Mrs. Morton becomes
the passionate defender of the natives; confronting an American Senator,
she harangues him and the United States government for supporting the
Mexican government's closing of the churches because they were becoming
socialistic and opposed the American petroleum lords.

That Ficke had

an intelligent following was evident from "The Sound and the Fury" mail.
Evidently he considered Esquire a major market for his work.
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Ficke had written to Dos Passos about the low rates Esquire was
paying, perhaps asking Dos Passos to intercede on his behalf for higher
rates.

Dos Passos, who indicated that his relationship with the maga

zine was one of frustration could give Ficke no satisfaction.

In this

letter of September 29, 1937, he wrote,
The annoying thing about E squire is that the bastards will publish
almost anything but they absolutely won't pay— I've managed to
raise the ante to $250 but can't get any higher— Hemingway I
believe gets $500 (all this please under the capacious brim of the
fellow wordfellow's hat)— but they will use stuff that other edi
tors can't stomach— and that's all I know about them. Their regu
lar price is $100 for anything— they are getting so rich that maybe
they could be induced to see the publicity value of paying big
prices— but I doubt it. I know Carl Brandt has been making impas
sioned speeches to Gingrich on the subject— the sweatshop tradition
of the suit and pants business from which they sprang is too strong
and they can gefj the stuff for the price they pay.
(Dos Passos,
1974, p. 512).
Stephen Longstreet, writing under the name of Paul Haggard, had
four Spanish Civil War stories in Esquire.

Longstreet's fiction came

from his experiences as a Loyalist supporter.
went to Spain:

(Many Esquire regulars

Hemingway was writing news dispatches for the North

American Newspaper Alliance; Dos Passos wrote articles for Esquire; and
Meyer Levin used on occasion his space in "The Candid Camera Man" to
support the Loyalists editorially.)

Longstreet's vivid description of

war match in intensity those of Hemingway's A Farewell to Arms.

For

example, in "Let the Dav Perish," the introductory paragraph is almost
s'maesthetic in effect:
All Spain seemed to be on fire that spring day when we went
into the line four hundred strong and came out forty-seven walking.
That spring the heavy silver mountains that hemmed us in had fes
tered with men and guns and the hoof-’
niss of flop-eared burros,
cheerful under curses and big burdens. Now heavy artillery and
tanks— grumbling ti7ith flat-footed speed, were tearing deep ruts in
the mountain trails as they passed, reeking of white gas smoke.
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Many regiments of strange brown men were coming along under the
dusty broken olive trees— their equipment rattling and the polished
rifle butts and ugly-nosed machine guns growing like deadly fungus
out of their backs; the bright glowing ends of their cigarettes,
limp on dusty lips,
(Esquire, August, 1938, p. 32.)
And this description of the soldiers being strafed by German war planes:
There is a crunch and z i z z of an incendiary bomb as the yellow
trees bow in crimson flames, and straight across the hot-faced sun
flash the polished wings of the German airship— big, black and
fast— two ground-strafing guns pour fast-spinning belts of bullets
down on us in a steel rain. Our machine guns without hope of a
hit . . . and the plane comes lower and I feel the thud of foreign
slugs dig deep little graves in Spanish soil.
(Esquire. August,
1938, p. 33.)
The intensity of the battle comes through the fast pace of the prose
and the images.

In "The Silver Fleet of Time" (September, 1938) also a

lead story, Longstreet continues in an autiobiographical account as he
loses his hope of becoming an artist.
English critics called me."

"The 'New Goya' the French and

(Esquire. September, 1938, p. 29.)

"Castle in Yellow" (March, 1939) again saturated the Esquire readers
with exploding bombs, screaming horses, droning planes, burning build
ings, and mud covered cadavers.

"No Peace with the Sea" (June, 1939)

was his story of submarine warfare.

Longstreet recalls that his sto

ries were "too poetic":
What
seen war
think, I
too much
(Letter.

I wrote for them was the work of a young writer who had
close up, and was trying to write of it directly.
I now
haven't reread the stories— they were a bit too poetic,
the right word, always the right picture; "litej^ture."
Stephen Longstreet to CAB, September 8, 1973.)

This is an odd criticism when one compares Longstreet's prose to lesser

Esquire talents.

He explains how he came to Esquire:

I was a painter, but in 1936 I was in Spain and saw the Civil
War, and when I came back, someone on Esquire, damn if I know who,
asked me to write up some of it. I was trying to sell them draw
ings, they wanted prose.
It seemed Hemingway was their big Spanish
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war writer, but they needed someone to fill in with detail of the
fighting, and as I had talked to lots of the men of the Interna
tional Brigade, and seen some of the action, not as a soldier— I
wrote the four stories Esquire printed.
(Letter.
Stephen Longstreet to CAB, September 8, 1973.)
Soon after these stories appeared Longstreet decided to write novels.
His exit from Esquire caused some stir and was the subject of a Ging
rich editorial in which Gingrich printed in whole Longstreet’s letter.
Longstreet stated that Gingrich said the magazine was no longer in the
editorial market for his war stories.
the readers like them:

Longstreet replied, "nonsense,"

"Sad but true, I have found that while readers

like a little red meat in their stories— the editors alas, don’t."
(Esquire, March, 19AO, p. 5.)
No other story received the preliminary publicity that Langston
Hughes’ story "A Good Job Gone" received.

In the January, 1934 issue

Gingrich ran a full page ad, evidently not exactly sure how his readers
would react to it, and yet he knew it was a good story, too good not to
print.

In the ad, Gingrich allowed,

We have a story by Langston Hughes, brilliant young Negro
author whose work has appeared in some of the country's leading
magazines.
But this is the kind of story that no commercial maga
zine would touch with a ten foot pole.
Now Esquire is a commercial magazine— don't ever let anybody
tell you different. And yet, Esquire hates to fall into the old
ruts that have been worn so deep by the formula-type stories that
comprise the bulk of the fiction in the so-called "slick paper"
magazines.
(Esquire, January, 1934, p. 15.)
It seems Gingrich was overly cautious (a fault he claimed he had to
keep relearning).

The story appeared, after two months of disclaiming

that it was about miscegenation, in April, 1934.

The story is told

from the point of view of Mr. Lloyd’s black valet.
ojf the story was Pauline, Mr. Lloyd's mistress.

The third character

In brief, Mr. Lloyd

falls in love with Pauline; she rejects him; as a result of this rejec
tion Mr. Lloyd goes insane.
The artistry in the story comes from the detached rendition of
the tale of unrequited love.

For instance, Hughes' description of

Pauline and her violent rejection of Mr. Lloyd:
Yep, she was colored alright. One of those golden browns, like
an Alabama moon.
Swell looking kid. She had the old man standing
on his ears. 1 never saw him look so happy before. She kept him
laughing till daylight, and hugging and kissing.
She had a hot
line, that kid did, without seeming to be serious. But he fell for
it. She hadn't worked in Harlem speakeasies for nothing. Jesus.
She was like gin and vermouth mixed.
And,
"A white bastard!" she said. "Just because they pay you, they
always think they own you. No white man's gonna ora me,. I laugh
with 'em, and they think I like ’em. Hell, I'm from Arkansas where
the crackers lynch niggers in the streets. How could I like ’em?"
She put on her hat and coat and went away.
(Esquire, April, 1934,
p. 142.)
The jealousy of a rich white man for a prostitute may not have been a
new twist then, but according to the readers' response, they wanted
more stories by Hughes.

The tough language, the sex, the frankness of

the narration indeed gave proof of Gingrich's testimony in the January
1934 ao:
miss.

"This is a man's magazine.

It isn't edited for the junior

It isn't dedicated to the dissemination of sweetness and light."

In Hughes' next story the black man was not the victor.

"The Folks at

Home" was the story of an accomplished black violinist who, after tour
ing Europe, returns home to Hopkinsville, Missouri because he is ill.
As he got off the Pullman, "for the first time in years he felt his
color.

He was home."

(Esquire, May, 1934, p. 56.)

at Che high school and gave the money to the church.

He gives a concert
After the concert

as he walked the streets, he was attacked by whites and lynched.
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(These two stories are collected in Hughes’ short stories The Ways of
White Folks [Knopf, 1934] and in Laughing to Keep from Crying [Holt,
1952 |; two other Esquire stories with similar themes are collected, "On
the Road" [January 1935] and "Slice 'em Down" [May 1936].)

As an

enlightened magazine, Langston Hughes used Esquire to depict the
retrenchment of the poor and petty whites, the madness of lynchings,
and the general Depression malaise that aggravated the deteriorated
cultural condition of the South.
Manuel Komroff was Esquire's most frequent contributor during
the Depression, contributing sixty-five stories to the magazine and
about 100 stories totally to Esquire, Coronet and Ken.

His friendship

with David Smart notwithstanding, Komroff was a popular writer who no
doubt would have been published in other magazines had Esquire not
existed.

He was an established writer at the time Esquire appeared.

Before the year 1933 I had published five novels, one of which
is said to have had one million readers.
I had also published a
volume of collected stories. Beside all this the O'Brien annual
collection of best stories usually included one of my stories.
Then, too, in the O ’Brien collection The Twenty-five Finest Stories
he included one of my stories as well as stories of Conrad, Balzac,
Maupassant, Chekhov, etc.
In the year 1933 I went to Hollywood to
write an original picture for Marlene Dietrich. Many of my early
stories were printed abroad.
(Letter. Manuel Komroff to CAB, June
7, 1972.)
The plots of Komroff's stories co\rered many subjects ranging
from bankrobbery, Western horse stealing, the Russian Tsars, sciencefiction brain transplants, a boy killing an eagle, a war veteran who
murders his son so he will not have to go to war, to a dying mother
sendi. g her children to a movie so they won't witness her death.
"The Girl with the Flaxen Hair" (September, 1936) was a typical
Komroff story.

Creating an immediate sense of suspense, he started the
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story this way:
Every week the proud haughty mannequins were removed from the
Fifth Avenue windows of the department store and dressed fresh and
new. All week long they stood stiffly exhibiting the very latest
creations.
Tweeds, ball gowns, ensembles, tea-gowns, sports-suits, evening
wraps and fluff’
, negligees from week to week adorned the slim man
nequins.
Somet mes velvets or chiffons. Now a new Paris creation
and now a touch of ermine or sable; such is the life of a poor body
stuffed with upholstery. Her 'wooden jointed arms and legs never
tire. And the quiet smile on her face never alters. Summer or
winter, rain or wind, a war in Europe or a boom in Wall Street,
nothing can ruffle these proud creatures. Here is a real detach
ment from worldly things— with a touch of ermine on the side. One
could really fall madly in love with such a girl. And this really
happened.
(Esquire, September, 1935, p. 42.)
With this ease, Komroff tells the story of Joshua Bogg— a timid, bored,
unattractive bookkeeper in a posh Fifth Avenue store— and his love
affair with a mannequin with flaxen hair.

Joshua kidnaps her and has a

platonic love affair with her; his personality changes, and he returns
her to the store.

Now the outgoing rake, he gets a raise, goes on a

Bermuda vacation, and all his other fortunes rise.

By immediately get

ting the reader to suspend his disbelief, Komroff’s story told a tale
of how fantasizing can be a healthy, helpful human activity.

A less

romantic story teller might have dwelled on the psychotic sickness of
the situation.

But it is the natural flow with which the story is told

that makes it an enjoyable story even today.
"Death of an Outcast" (April, 1939) shares the virtues of many
of Komroff’s other stories.

The story is about the natural brotherhood

of man at the time of death.

Here in a cheap sleeping room hotel, a

recluse dies because "laundered hospital dandies" would not give him
medical help.

The opening paragraph reveals the theme and the tone of

this death-be-not-proud story:
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Outside the Paradise Hotel hangs a sign which reads: "15 and
25 cents a night." In this East-side lodging, one flight up
through a gas-lit hall varnished tobacco-juice brown, in this waystation for wretched souls, this mere corridor between our mortal
world and the land where sorrow and money are unknown, here last
night an outcast died.
This morning the front room is filled with flowers. On the
counter are two pails with roses and oddly enough there is a large
floral horseshoe with a broad red ribbon oi. which, in gold paper
letters, is the word "success." (Esquire, April, 1939, p. 62.)
The irony of "success" on the stolen flowers is that the outcast was
finally freed of life.

Chink, the eulogist of the Paradise Hotel,

delivered the sermon, saying in part
"We do not know this man who we now surrender to the grave.
But he is like one of us. He walked with us and breathed the same
air that we now breathe. But now he no longer walks, nor can he
reply, and as for food— hunger has been cheated.
(Esquire, April,
1939, P. 63.)
That Komroff was a moralist in his stories was evident also in
his most celebrated series of Bible stories for Esquire, "The Years of
Our Lord," which were published in book form.

Gingrich played on his

theme of you-can-expect-anything-in-Esquire and told his reader” what
to expect from Komroff in the following issues:
Well, then bang goes the tablet on another taboo, because we're
following up this clue [the positive response to Komroff's stories
"The Wanderer" and "The Return of the Magi"] of reader-interest by
setting Komroff to work on a series, and you're going to meet God
in every one of them.
(Esquire, May, 1940, p. 5.)
In total there appeared twenty-four Bible stories with nineteen pub
lished before December, 19-1.

In Komroff's "Postscript to the Reader"

in the collected work he explains his method and theory of fictional
izing history at the time of Christ.

The stories are about the ordi-

narv people of Jerusalem at that time, not about Christ; He was only a
character touching their lives.

Komroff imagined himself "wandering

the narrow streets and bazaars of ancient Jerusalem" and imagined
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speaking Arabic with the natives, eating their food and sharing their
festivals as well as sorrows;" he prepared an edition of The History of
Herodotus; he went hack to Phing and others, made lists of flora and
rauna of the Upper and Lower Galilee, plus gathering other historical,
archaeological and cultural data.

(Komroff, 1942, pp. 305-11.

'tome, Follow Me" (March, 1941) was the story of Levi, the frustrated
tax collector.

The story starts:

The hut of the customs collector was close to the shore of the
Sea of Galilee. No boat could beach and transfer its fish or other
produce to the waiting carts without being observed by the sharp
appraising eyes of Levi, the collector of revenue.
Everything about him seemed like a page in a ledger. The lake
before him was a source of revenue. The orchards in the distance
were a separage page. The green hills paid their land taxes.
There was also a house tax, poll tax, a salt tax, and a road tax
and a page for this and a page for that. The whole world for him
was one great ledger. And every page of this massive book was a
source of bitterness, dispute, haggling, ill-feeling and resentment
As he sat looking out across the water, Levi spoke to his young
clerk Jacob. "Go on," he said.
"Tell me more about him."
"Yesterday, as I was walking along the road to go to the
widow's farm and count the fruit trees, I saw ten people coming out
of the wilderness. They were singing and laughing and some were
weeping and gathering up handfuls of dust from the road which they
threw into the air for no reason at all.
I went among them and
asked the meaning of all this. At first no one would trouble to
reply to me, but then one of the youths spoke up and said that they
had been outcasts, because they had been unclean and he happened by
And he cured all ten of leprosy."
(Esquire, March, 1941, p. 67.)
Levi was suspicious yet fascinated; he wanted to meet Him.

Their con

versation was periodically interrupted by salt merchants, fishermen,
and a fruit grower.

The fruit grower haggled over the number of trees

that were taxed:
"Exemptions:" cried the harried collector of taxes. "All day I
hear the plea of exemptions. At night when I go to bed the word
j echoes in my ears. Listen, you are a rich woman. You have gold
chains, ear-rings with stones, you have fields and cattle and you
sell your Drcduce far and wide. So what do you do? You have forty
trees and you pay only for twenty-five."
(Esquire, March, 1941, p.
152. )

166
The afternoon passed with more haggling and Jacob’s account of "This
man Jesus,"

Suddenly a man with a long robe appeared:

The Master paused for a brief moment to take in the scene before
Him. He looked straight into the face of the harried collector of
taxes.
"Come," He said. "Follow me."
"Gladly, gladly!" cried Levi, running forward,
"And what shall we call you?" asked the Teacher, starting along
the shore of the Sea of Galilee with His companions.
"I want to forget I was ever Levi, a collector of taxes. Call
me Matthew."
"Come, Matthew,” spoke the Master.
(Esquire, March, 1941, p.
157. )
Koraroff's appeal was in his simple prose style combined with a
message easily understood, hut above all he was an entertainer in the
complete sense of the word.
William Saroyan, one of the noted short story writers in the
1930’s, had many readers but apparently few good critics.

In a self-

promotional letter to Gingrich, after only three issues were published,
Saroyan allowed that he would be available for the magazine:
Well, I cannot see how it is going to be possible for Esquire
not to grow to be one of the finest periodicals of this country, of
its kind, and so there is not much use in my wishing you success:
but you could of course wish me success, etc.
(Letter. William
Saroyan to Gingrich, February 17, 1934.)
Saroyan's first story appeared almost a year later; "Little Miss Uni
verse" (December, 1934) was a light tale of Willie, a gambler of horses
and his "psychological" relationship with a horse, "Little Miss Uni-

To Willie this horse was not merely another horse.
She was some
thing more subtle, more mystical. Along with the success of Miss
Universe would date the success of Willie himself. She was his pet
He lovea her passionately.
He had a special alibi for each of her
miserable performances, a psychological alibi. Also: the name
was beautiful.
It was poetry. No other horse in the history of

167

of racing had had such a glorious name.
Such a horse could not
fail.
It would be unnatural.
(Esouire, December, 1934, p. 180.)
Che story revolves arouna Willie's mystical approach to horse racing
and that of a fellow named Levin whose betting method is scientific.
Willie loses on Miss Universe's eleven straight losses.

Other than a

nervous prose style and the galloping pace of the story, there was
nothing singular about it.
Esquire's "Backstage" note on Saroyan's second story, "$2400
for Kindness" (August, 1935) was smart in a fawning kind of way:
The incomparable Saroyan has gone to London.
It's fashionable
not to like Saroyan any more (a recognized state in all literary
success) and as one of fashion's more obvious slaves, we were pre
pared not to. The thing nobody can forgive about Saroyan is his
being as good as he boasts. We weren't feeling any too forgiving,
either, the day we saw him at the Plaza just before he sailed, but
he talked with such sweet reasonableness and solid sense that we
turned around and practically begged a new story out of him.
(Esonire, August, 1935, p. 12.)
'^2400 for Kindness" was a story of a "poor bozo" gambler who tried to
put fifty dollars into an old lady's purse and was then accused of
stealing the fifty and beaten by other passengers.

The story is told

In the first person and in a colloquial style:
They were all fine upright honest men. They just didn't want any
body to steal from a poor lady.
I don't blame them, who the hell
were they? I blame God in Heaven. I blame the creator for making
such a mess of man.
I never did a low-doxm thing in my life except
hurt somebody's feelings by mistake, but that happens all the time,
every day, every hour of every day. That happens between brother
and father and son and husband and wife. That's the way the great
Creator made us in his loneliness and confusion. He got us all
balled up in His anxiety. He figured He was doing us a favor,
giving us the earth and all the rest of it. (Esquire, August,
1935,

p.

126.)

For his gratuitous gesture and because of subsequent related experiences,
hje was shot and then jailed— all because he had made $2400 gambling.
Althougn light in tone, Saroyan's tale was one of existential absurdity.
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l.'he Man in the Y e l l o w Coupe"

(May, 1936) was similar in theme (two

young men c u r s e the "God damn dirty rotten luck of a race-car driver").
"The B e a u t i f u l White Horse"

(June, 1Q38) was an autobiographical epi

s o d e in whi ch two Armenian boys steal a horse and then return it.
Irwi n Shaw may have been a writer that Gingrich would have
passed up i f

i t had not been for Meyer Levin; Shaw first appeared in

E s q u i r e w i t h "The Monument."

In Shaw's own words, he explains how he

e v e n t u a l l y was published in the magazine:

I f i r s t came to Esquire by sending a couple of stories of mine
o v e r t he transom (the publishing phrase for unsolicited manuscripts)
w h i l e I was s t i l l a junior at Brooklyn College.
I got an encour
a g i n g l e t t e r from Meyer Levin who, among his other duties on the
magazine, had the job o f reading just such manuscripts.
He wrote
me t h a t Esquire would undoubtedly publish either one or both of the
stories.
In the event, neither o f them was published, either by
E s q u i r e o r anybody else.
Levin later became my friend and has since told me that the sto
ries were probably vetoed higher up by Gingrich. Levin introduced
me to an agent, who I imagine tried with other of my stories, with
no s u c c e s s .
I s e e that you have as my first contribution to Esquire a story
c a l l e d "The Monument" in June 1939.
By that time, I had had sev
e r a l p l a y s on Broadway and had started to publish stories in the
New Y o r k e r .
I had another agent then and I imagine that "The Monu
ment" must have been turned down by the New Yorker and was then sent
to E s q u i r e .
(Letter.
Irwin Shaw to CAB, May 9, 1972.)
Here a g a i n , as is pointed out i n other parts of this essay, Meyer Levin
h e l pe d t o g e t good w r i t e r s to contribute to Esquire.

"The Monument"

was a t ough story with Depression overtones of a bartender who refused
tjo s e r v e d r i n k s c u t w i t h v a r n i s h :
" I n my b a r , Mr. Grimmet," McMahon said, putting down his towel
and t he g l a s s e s and f a c i n g his employer squarely, "in my bar, good
d r i n k s are s e r v e d , "
"Nobody w i l l know t he difference," Mr. Grimmet got off his stool
and jumped up and down g e n t l y .
"What do Americans know about
liquor?
Nothing!"
( E s q u i r e , June, 1939, p. 4 0 . )
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The bartender does not give in as a matter of professional and personal
pride.

The bartender brought in the business and the "business" owner

knew; McMahon had built a monument on serving good drinks.
"Residents of Other Cities" (July, 1939) was a moving story of
the prosecution of Jews in a pogrom in Kiev during the 1930's.

The

story may have had an appeal— other than its own integrity as a master
ful piece of writing, since Smart was a Jew and Gingrich along with
other .liberals had become disillusioned with Stalin's Russia.
Shaw's most noted story in Esquire was "The Eighty-yard Run"
(January, 1941), the lead story that month.

The story has been adapted

for television and has been widely anthologized.

It was the story of

Christian Darling, the college football player whose moment of glory
was an eighty-yard run.
that moment of glory.

Still fifteen years later, he has reveries of
Shaw described the rapid degeneration of the

couple this way:
[His wife's] father, who manufactured inks, set up a New York
office for Darling to manage and presented him with three hundred
accounts and they lived on Reekman Place with a view of the river
with fifteen thousand dollars a year between them, because every
body was buying everything in those days, including ink. They saw
all the shows and went to all the speakeasies and spent their fif
teen thousand dollars a year and in the afternoons Louise went to
the art galleries and the matinees of the more serious plays that
Darling didn't like to sit through and Darling slept with a girl
who danced in the chorus of Rosalie and with the wife of a man who
owned three copper mines.
(Esquire, January, 1941, p. 165.)
Because he was intellectually ineffectual, his wife left him to be a
magazine editor.

He goes from job to job, eventually ending up selling

sports coats in college dorms.

Returning to his alma mater, he goes to

Lhe stadium and re-runs his eighty-yard run; finishing he looks up to
see a boy and a girl look at him curiously:

"He stopped short,
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d r o p p i n g h i s arras.
d i t i o n was t i n e .
1941, p. 1 6 7 . )
rally

'I . . .' he said, gasping a little though his con
. . 'I . . . Once played here!"

(Esquire, January,

Thi s s t o r y i s well executed with the theme coming natu

from the c h a r a c t e r s '

actions.

The John Steinbeck stories i n Esquire were collected in The
Long Val l e y

(Viking,

1938) "The Lonesome Vigilante" (October, 1936) ,

"The Ears o f Johnny Bear" (September, 1937), and "A Snake of One's Own"
(February,

193 8) .

wi th c o n s c i e n c e :
Negro;

All these were lead stories and the themes dealt
the first, with mob psychology and the lynching of a

the s e co nd about cruelty to unintelligent humans; and the last

about the beastliness of killing animals for excitement.

All the sto

r i e s were autobiographical and were set in the Salina Valley.

In "A

Snake o f One's Own" Steinbeck drew upon his experience as a marine
biologist;

the story opens,

I t was almost dark when young Dr. Phillips swung his sack to
h i s shoulder and left the tide pool. He climbed up over the rocks

and squashed along the street in his rubber boots. The street
lights were on by the time he arrived at his little commercial
laboratory on the cannery street of Monterey.
(Esquire, February,
1938, p.

31.)

Dr. Phillips is visited late at night by a young woman who wants to buy
a male r a t t l e s n a k e .

The woman seeking some perverse joy asked if he

would f e e d her snake a w h i t e rat.

A typical Steinbeckian response to

the request fo llo w e d :
He hat ed p e o p l e who made s p o r t of natural processes.
He was not a
sport sman but a b i o l o g i s t .
He could kill a thousand animals for
k no wl edge , but n o t an insect for pleasure.
(Esquire, February,
1938, p'. 1 7 9 . )
When he put t h e r at

in,

he f e l t he had sinned.

the woman r e l a x e d i n a post-orgasmic sigh.

The snake struck and

The doctor could not watch
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to se e If she tried to open her mouth as the snake unhinged its jaws to
swallow the rat.

She later left, never to return.

Like most of his fiction, Steinbeck expressed in these stories
a liberal humanitarian point of view which condemned socially abhorent
and aberrant actions.
Louis Zara, living in Chicago during the 1930's had only
started his writing career when he submitted his first story to Esquire.
After an uncertain beginning with the magazine, he later became friends
with Meyer Levin and eventually became a manuscript reader for the mag
azine.

Zara gives this account of Esquire and him in those early days:

My first story Travail was published by H. L. Mencken in his
American Mercury in 1932.
I was a new writer (22 years old) and
looking for places to publish my stories. The appearance of
Esquire in Chicago seemed a godsend. My first piece sent to them
(The Leader), termed then a "short-short," was immediately
accepted. Unbelievable good luck! When it was published I
received a check for $50.00. Unbelievable recompense in those
Depression days.
I knew no one, had no agent, knew only to write
and send out.
Thereafter I must have sent Esquire quite a few stories. Gen
erally, they returned with a little marked "Thanks" or "Can't use"
or "So what?" All were signed "M.L.", initials that meant nothing
to me. "So what?" I found it irritating and, after a while, I
stopped submitting anything at all.
On March 22, 1935, Bobbs-Merrill published my first novel
Blessed Is the Man. It stirred up an interesting response.
I
recall that it was, as a friend reminded me then, "six weeks on the
Best-Seller list in Chicago." I was invited to "literary" gather
ings, asked to appear at bookstores and sign books, etc. Story
Magazine in 1934 also published a story of mine entitled "Do La Fa."
Story was the "little" magazine that counted; Esquire was the big
magazine which, though it had girl pictures and cartoons, was
reported to be a friendly market for writers.
In May, probably, of 1935 I was invited as a guest to a literary
gathering at the Standard Club where Arnold Gingrich was to be the
speaker.
1 had never met him.
I had my good suit pressed and
attended.
I recall that A.G. was in tails and wore a big red flower
in his buttonhole; I assumed it was a real carnation. He spoke of
Esquire and its search for writers.
Surprise: he alluded to me, as
author of Blessed Is the Man, which he praised, pointing out that
Esquire had published me first! Fine— so now we had to he
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introduced. A.G. was very considerate. He asked why, after that
first story, I had never contributed another. I shrugged and told
him about "So what?" Ke chuckled. "M.L. is Meyer Levin." But
that did not help my wounded feelings.
I told him I would submit
nothing if all I could get was "So what?" He kindly suggested that
I send stories directly to his attention.
I did precisely that— returning one after another the stories
that M.L. had returned with "So what?" A.G. quietly bought them
one after another. Hurray! . . . Subsequently, I met M.L., discov
ered he was an earnest writer and a very decent fellow. How did I
meet him? He wrote me a fan letter, praising the first 186 pages
of Blessed Is the Man as promising the "great American novel." The
rest of the book he clearly did not like as much, but M.L. and I
have been good colleagues these 24 years.
(Letter, Louis Zara to
CAB, June 7, 1972.)
Zara's first story, "The Leader" (December, 1934) was in the
"tough" tradition, and gave an early view of a "potential Capone,"' a
nine year-old boy forming a racketeering domain in the door-to-door mag
azine market.

"The Letter Writer" (February, 1936), a romantic tale,

told the story of a young man who hired an old professor to write his
girl a love letter.

A story in the naturalist tradition, "Blind Man's

Buff" begins with a scene of two blind beggars:
Nasally the accordion began to wheeze, Santa Lucia skirling out
of it, and the fiddle scraped in high accompaniment.
The two beg
gars stood close to each other, a round tin bowl containing the
decoy, two nickels, a dime and several pennies, sitting on the
cement walk before them in the midst of the snow. Several children
now gazed up, open-mouthed.
In a half-circle a few passersby had
gathered. The sign on the man's soft black hat: We Are a Blind
Couple," had halted them.
"Santa Lucia!" sang the beggars. Her voice was high and shrill,
his deep and raspy, pitched for bass but coming off a poor and
rusty baritone. He pumped the accordion vigorously, the bellows
folding and expanding, his fingers, long, dirty and talon-nailed,
flexing rapidlv as he found the tune.
(Esquire, March, 1936, p.
76. )
After the song, no one gave them any coins; they made their way to their
hovel, stopping for a small bottle of grain alcohol on the way.
the man beats her.

Drunk,

In the morning, remorse and to the streets again.

In "The First Client" (October. 1936) a carpenter father purposefully
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cuts himself with a saw so that his unemployed lawyer son could get a
case.
Most of Louis Zara's stories came out of the Depression experi
ence.

Like Komroff stories, Zara's contained all the elements of life—

fear, love, passion, death.

In the judgment of these two writers

Esquire did publish mostly top-rated fiction.

Unlike The Saturday

Evening Post and the other commercial conservative magazines, Esquire
was never guilty of publishing "slick" formula fiction:
There was no slick fiction in Esquire. , . , mderson, or Dreiser,
or 1 never wrote a slick formula manufacture-.* story. These people
[the critics] accusing Esquire of being slick" just do not know
what a good story should be like.
(Manuel Komroff to CAB, June 7,
1972.)
And,
That talk about Esquire being interested in "slick" fiction is
in my opinion, an out-and-out canard. A.G. had a certain horror of
the "slick." The proof of the pudding is in the roster: not a
single "slick" writer of name appeared on it. (Letter. Louis Zara
to CAB, August 16, 1972.)
Esquire published only one or two stories by well-known American
-writers who had their work submitted to the magazine through their agents.
Because of the Third Party arrangement, these writers did not come to
experience personal relationships with Gingrich or Levin.

These writers

included Conrad Aiken, Max Brand, Francis Brett-Young, Irwin S. Cobb,
Jack Conroy, Theodore Dreiser, Dashiell Hammett (Hammett m d Ring Lardner were scheduled to be Esquire regulars), Horace McCoy, John O'Hara,
Budd Schulberg, and Thomas Wolfe.

Wolfe's "The Hollow Men" (October,

1940) is Chapter 40 of You Can’t Go Home Again, published posthumously.
The story of an "unknown citizen" made the news by jumping out of a
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window to his death.

Wolfe's description laid bare the dread of many

m en5s existences:
He was a dweller in mean streets, was Green, a man mote in the
jungle of the city, a resident of grimy steel and stone, a stunned
spectator of enormous salmon-colored towers, hued palely with the
morning. He was a waker in bleak streets at morning, an alarmclock watcher , saying, "Jesus, I'll be late!"— a fellow who took
shortcuts through the corner lot, behind the advertising signs; a
fellow used to concrete horrors of hot day and blazing noon; a man
accustomed to the tormented hodgepodge of our architectures, used
to broken pavements, ash cans, shabby store fronts, dull green
paint, the elevated structure, grinding traffic, noise, and streets
betortured with a thousand bleak and dismal signs. He was accus
tomed to the gas tanks going out of town, he Xi?as an atom of machin
ery in an endless tiox<?, going, stopping, going to the winking of
the lights; he core down concrete roads on Sundays, past the hotdog stands and filling stations; he would return at darkness; hun
ger lured him to the winking splendor of chop-suey signs; and mid
night found him in the Coffee Pot, to prowl above a mug of coffee,
tear a coffee cake in fragments, and wear away the slow grey ash of
time and boredom with other men in grey hats and with skins of
talloxtf-grey, at Joe the Greek’s.
(Esquire, October, 1940, p. 27,
115.)
In a fine irony, a cartoon of a man seeing a psychoanalyst appeared on
the same page as the story and an ad for a Hart Schaffner and Marx suit
with a fashionable sophisticated model appeared opposite.
Esquire*s "Discovery of the Month,” the magazine’s introduction
of never before published writers, was introduced in January, 1934, and
ran through November, 1338.

The Discoveries x^ere (1934) John Ramsey,

Louis Paul, Byron Bishop, Francis B’uhr, Robert Snyder, Ashley Buck,
Alien Barth, Guido D'Agostino, Myron Griffin, Robert McLaughlin; (1935)
Russell Wallace, King Vidcr, Alvin Harmon (the author of the celebrated
and plagiarized "The Perlu" [June] taken from Ambrose Bierce’s "The
Damned Thing"), Charles E. Cox, D'Arcy McNickel, Robert W. Mitcbner,
Hannibal Towle; .'1936) Joe E. Eeclesine, Lawrence Wakefield, Martin
Dreyer; (1937, M. V. Bigda, Chester B. Himes, Grosvenor M. Cross,
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Pietro Di Donato, Robert Meltzer, Jay Snider, Herman Friedlander, Fred
M. Payne, John Bill Clayton, Lon Manar, Hubbell Robinson, Jr., M. Wal
thall Jackson, Ira Wolfert, Benedict Thieland;

(1938) Sterling Brandt,

Winston Hlbler, Louis Michaelson, Harold J. Mathews, Sigfred A. Roe,
William Breslow, George Reeves, W. C. Mudd, and Alfred Swift.
Louis Paul and Jesse Stuart were among Esquire1s two most noted
"Discoveries."

Even though Stuart had been published a few times

before he first appeared in the magazine in September, 1935, he was
still considered an Esquire "Discovery."

Louis Paul's appearance in

January, 1934, with "No More Trouble for Jedwick" gave Gingrich parti
cular delight.

The story was given the bast-story-of-the-year award by

the O ’Brien series.

This was instant success.

Besides having an artistic integrity of their own, Jesse
Stuart's stories of the people of the Cumberland Mountains of Kentucky
had the local color appeal of the hill-billy element in a city-slicker’s
magazine.

Stuart’s stories can best be described as Good Yarns told in

the dialect of Stuart's own mountain speech.

While writing for Esquire

he lived on a farm near Fullerton, Kentucky.

Today his books (in print)

are still avail-

le at Leslie's Drug Store, Greenup, Kentucky.

Jessie Stuart to C/B, June 6. 1972.)

(Letter.

During the period of this study,

twenty-eight of his stories appeared— all of them three-asterisk sto
ries according to the O'Brien ratings.
In "Backstage" of September, 1936, a letter from -:uart, than!ing Esquire for acceptance of "Uncle Fonse Laughed" and the check, had
a folksy kind of appeal that Gingrich may have been unused to after con
stantly being harangued for more money by some of the other Esquire
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contributors:
[ walked down the street and the county health nurse— a girl about
mv age— handed my mail she'd collected at Taylor (post office where
I used to teach school) and she said: 'k. think you've got a letter
from Esquire.15 I saw it was a check. I ripped open the envelope
and grabbed the nurse and spun her around two or three times. . . .
I've always wanted to make Esquire but I've never expected to make
it. I felt like it's too sophisticated and I'm too countrified.
But the magazine is so masculine.— and I like it. (Esquire, Septem
ber, 1936, p. 26.)
Tt appeared that Stuart was sincere— then there is the possibility that
he. was playing the naive country-bumpkin game to get into the magazine.
His story began with this mountain scene:
He wasn't no kin to us. He was just a good friend to Pa. I remem
ber when Pa would say to Ma: "Get every big pot on today, every
little pot, every dirty pot— every clean pot. Fonse and Effie's
coming over ar.d bringing all the youngins." Then I'd see Pa just
tickled to death— a smile on his thin brown lips from ear to ear.
He would grab the ax and start to the woodyard. He would get a
pole of wood and put it on the block. He would whack off a stick
at a lick. He would cut two arm loads of dry stovewood. Mom would
take a chair with her apron full of soupbeans. She would lift them
from her apron and blow the chaff from them as she let them fall
from her hand into a crock.
It took plenty of beans when Uncle
Fonse brought the family over to see us.
(Esquire, September, 1936,
p. 32.)
Stuart's easy narrative and flare for telling a yarn was evidenced in
this paragraph from "Sunday Afternoon Hanging" (April, 1934) in which a
grandfather is telling a young boy about hangings in early Kentucky:
Let me tell you how it was. That was before the days of base
ball. People came for forty miles to see a hanging. We had one
every week end up in Greenupburg for the people to come and see.
You know that's how Greenupsburg got the name Hang Town, God, I
remember well as if it was yesterday. Used to be an old elm in the
lower end of town where they hung 'em. It was upon a little hill
where everybody could get an eyeful of the man they swung to the
elm limb. . . Pa and Ma and me.— we used to go every Sunday of the
world after church was out. We could hardly wait to get to the
hanging.
It was as much fun to see a hanging them days as it is to
see a baseball game nowadays here in Kentucky.
(Esquire, April,

1937, p. 48.)
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Stuart's stories covered the spectrum o! Kentucky hill culture:

old

feuds, raising taters and terbacker, a cast of memorable characters,
humor, birth and death.
Esquire's other popular "Discovery" was Louis Paul whose sub
ject matter, the Depression generally and convicts in particular, gave
balance to Stuart's romantic local color yarns.
More Trouble for Jedwick" read:

The epigraph for "No

"Account of a chain-gang nigger's

efforts to make his way from the far South to a haven in Harlem."
(Esquire, March, 1934, p. 58.)

Jedwick's fugitive trek takes him

through small towns, hobo jungles, and freight trains.

As the story

unfolds, Jedwick is depicted as a gentle person forced into

violence so

he could survive.

of a once

"A Cup of Coffee" was the poignant story

successful insurance and real estate executive caught in the unemploy
ment nightmare of the Depression.

Paul captured well the images and

pathos of his plight as Burbridge stood reading an employment bureau
chart:
Man and wife for country, seventy-five and found. "Found" was
board, perhaps. Cook, city. Bus boy. Were they the young men who
drove the buses? Dishwasher, must be experienced. Cork salesman,
out of town. What good were these to an ex-successful insurance
broker? He dropped his hand into a pocket and came up with some
greasy old cards. They all read, barely discernible, Burnbridge R,
Ford, Insurance, Real Estate! Smiling somewhat, ironically, Burnbridge tore them into little bits and tossed them into the bright
wind.
Double feature and vaudeville, the yellow pennant outside the
theatre said: Smiling in the. Rain. Past the Library and into the
street shops. Genuine diamonds and platinum, $3,600. Hard, cold,
brilliantly distant, like winter stars. Auction. Selling out.
Burnbridge tried to picture the sort of person who was qualified
to survive in this new mad world. He watched the long, slim, shiny
cars scuttle away with purring gears when the light changed to
green.
(Esquire , January, 1935, p. 32.)
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This montage of images must have struck the Esquire reader with a kind
of horror.

That the magazine itself a luxury item like the diamonds

and cars of the story and of the Esquire ads, in the hands of a middleclass worker served as a possible harbinger of dread again reinforced
the fact that Esquire had two personalities.
Louis Paul's tough style, evident in most of his stories, was
finely rendered in this scene from "God Made Little Apples":
Georgia Deggs shot from the hip. A scarlet stain oozed down
the falling man's blue silk shirt. The dark girl in the kimona
stiffened, staring at him. Deggs smiled.
"Po-lice git you," murmured the girl.
Georgia smiled at his wife. She was very pretty. "Prob'ly,"
he said.
"Yo* gonna kill me?" she asked.
"Sho."
"Tain't right."
"Probaby tain't," said Georgia, and pulled the trigger again.
His wife staggered back, shook her head sadly, then sighed.
(Esquire, October, 1935, p. 92.)
An element that added a continental touch of sophistication to
Esquire was the number of foreign writers that it published.

Their sto

ries were usually in the contemporary tradition, and usually only one
appeared in the magazine.

These writers included Shalom Aleichem, H. E.

Bates, Konrad Bercovici, Ivan Bunin, John Collier, Lord Dunsany, C. S.
Forester, Maxim Gorki, Knut Hansun, Sandor Hunyady, D. H. Lawrence (the
three posthumous stories were collected in Modern Lover, 1934), Andre
Maurois, Pierre Mille, Rafael Munoz, Sean O'Faolian, Liam O'Flaherty,
Luigi Pirandello, Felix Sal ten, L. A. G. Strong, and Arnold Zweig.
The inevitable generalization that can be made of Esquire's
essential fiction during the Depression is that it is a record— a social
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testament— of a flawed culture.

While adjacent pages in the magazine

offered the reader a. wish-book life in material goods and creature com
forts— Arrow Triotone Handkerchiefs, brown Shetland topcoats, pigskin
cigarette cases, blucher front Norwegian grain brogues, Lincoln-Zephyr
V-8's, Hun Breakfasts at the Lombardy, "Just off Park Avenue," and
more— its best fiction did not defer to these pleasures.

The stories

delivered a post mortem on a system that produced a modern pessimistic
malaise as the subjects of the stories testified to:
vation, spiritual and psychic impotence, war, fascism.

lynchings, star
The Esquire

reader had his job, his Nash, his Remington Rand Close Electric Shaver,
but Esquire fiction tempered the anxieties that permeated his Depres
sion experience.

Many of Esquire’s \vrriters were under forty years of

age and were part of the 1920's generation that witnessed the demise of
the American Dream.

Then as now readers of intelligence, when faced

with a catastrophe the magnitude of the Great Depression, do not seek
escape— the Petty and Varga girl drawings, the cartoons, the ads, or
the sports— but seek advice.

The cynicism, despair, and brutality that

the Esquire reader encountered in its fiction gave its readers a kind
of immunization to the. helplessness of individuals.
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Whether Fitzgerald read his story in this copy of Esquire is
unknown. Had he, however, he might have enjoyed the irony of his lead
story being prefaced on the preceding page by a Seagram's V.O. ad which
said Mr. Thomas Morrison Carnegie, Jr. "enjoyed" Seagram's in his Flor
ida home: "Mr. Carnegie, prominent amateur sportsman, distinguished
host, and scion of the famous steel family, spends his winters on a
lovely Florida island. Like so many other socially prominent men of
good, taste, Mr. Carnegie considers V.O. . . . as one of the world's
finest whiskies."
(Esquire, February, 1937, p. 29.) Many of the adjec
tives here could aptly have been--perhaps were— attributed to Fitz
gerald as a writer. Fitzgerald's fascination with wealth as a theme in
his early work and here his story of alcoholism (autobiographical
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perhaps) in the proximity of a lush liquor and points the tension of
the magazine's dual purpose.

9

Arnold Gingrich, ed., The Pat Hobby Stories (New York:
Charles Scribner's Sons, 1962).
^Harold Ober was Fitzgerald's agent for many years. After he
had advanced Fitzgerald extensive payments on work in progress and Fitz
gerald did not deliver, Ober called an end to the relationship. Ober
also handled the literary affairs of William Faulkner at this time.
Faulkner, recognizing the desperate situation for writers in 1940,
wrote to Ober asking him to sell a story to Esquire. Although no sale
Was made, Ober made it a point in his reply to Faulkner that he would
try Esquire only as a last resort.
See Joseph Blotner, Faulkner:__ A
Biography, vol. II: Notes (New York: Random House, 1974), p. 147.
^ All the letters quoted here between Arnold Gingrich and the
writers are from the Esquire correspondence file at the Esquire. Build
ing, 24 East Lake Street, Chicago, Illinois.
^Andrew Turnbull, review of The Pat Hobby Stories by F. Scott
Fitzgerald in New York Times Book Review, July 22, 1962, p. 6.

13

All of the personal letters quoted here between the writers
and Clarence Adolph Bina are in Appendix A.
14

Manuel Komroff, In the Years of Our Lord (New York:
and Brothers, 1942).

Harper

CHAPTER VI
CRITICISM
Temples of Smut and the Critics
P o p ul ar C ul t u r e

Another facet of Esquire1s rich literary market in the 1930’s
was its critical reviews of popular culture, books, theatre, movies,
and music.

The quintet of Gilbert Seldes' "The Lively Arts"; Burton

Rascoe's "Esquire1s Five-Minute Shelf"; George Jean Nathan’s "'First
Nights': and Meyer Levin's "The Candid Camerman"; "Passing Judgments";
and Carleton Smith's "Roulades and Cadenzas" appeared regularly each
month.

Other critics, namely Sigmund Spaeth (music) and William Lyon

Phelps (books), also had columns of shorter tenure in Esquire.

The

reader interest in these writers was high, judging from the intelligent
mail printed in "The Sound and the Fury."

Some of the criticism and

the subsequent letters, however, generated more heat than light.

Any

generalizations made about the Esquire reviewers would no doubt fit
most critics anywhere; they insisted upon excellence in the productions
or performance of their particular arts; asserted that they were inde
pendent of any modifying editorial influence; and they saw themselves
as guardians of the culture in which they lived.
If any common theme can be identified in these reviews, it is
an undertone of democratic leveling characterized by a crusty disregard
for refined critical theory.

This tone was often expressed in a breezy,

anecdotal style with the reviewer's biases frequently coming through in
182
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ta rtly personal,

impressionistic views.

Even though each critic

a pproached h i s subject in his own unique way, they all were interested
in t he p r e se nt national and international troubles and tried to show
the r e l e v a n c e o f the arts to world politics.
I f G i l b e r t Seldes was not America's first critic of popular
culture,

he surely was its first serious critic, and his study of popu

l a r c u l t u r e gave it prominence.
(1924),

still

In his book The Seven Lively Arts

a classic in its field, he claimed that popular art forms

were frequently more interesting and more entertaining than some "High
A rt."

He established that "entertainment of a high order existed in

places not usually associated with Art, that the place where an object
was t o be seen or heard had no bearing on its merits."
p.

3.)^

Seldes' subjects in his book are the same as they were in his

Esquire column, "The Lively Arts":
sports,
topics.

(Seldes, 1924,

movies, comics, popular songs,

advertising, radio, literature and assorted miscellaneous
Most significant, however, were Seldes' prophecies about the

power radio could and would assume in American and international life.
In h i s later b o o k s — The Great Audience, The Public Arts, and The Great
God Bogus— he restated many themes that appeared in Esquire, among them
t h at mass entertainment is one of the great creative arts of our time
and t h at p o p u l a r entertainment or "home grown" entertainment is the
r i g h t kind o f entertainment for a free, democratic people.

His views

i n t h e s e books o f popular culture also included his fears that mass

media w er e p o t e n t i a l l y destructive; "he saw [in them] a predilection
toward v i o l e n c e ,

s o p o r i f i c s and the cultivation of a teen-age mentality."

( the New York Times ,

September 30,

o

1970, p. 4 6 . ) “
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A prolific writer, the author of thirteen books (six of which
were written during the thirties), Seldes was an accomplished stylist;
however, some of his Esquire pieces had a loose, gossipy quality which
was unexpected in a carefully reasoned critical essay.

Always evincing

a sharply held opinion, these columns were laced with "I hate," "I like,"
and numerous "damns," "hells," "bastards," and the like.

On the posi

tive side, his columns showed an encyclopedic literary mind.
As managing editor of The Dial, the distinguished literary jour
na l of Chicago during the 1920's, he published many of the moderns,

including T. S. Eliot, Hemingway, Pound and others, and his

distrust of

these modern disillusioned artists is evident in his earliest

Esquire

features."’ This distrust was articulated in his book Mainland (1936)
whose theme was that intellectual writers are dangerous because they
are "the supreme agent of contemporary confusion and decay."
1972, p. 316.)^
column.

(Pells,

This was also a recurring theme throughout his Esquire

His democratic ideal envisioned a society that "rejected social

philosophies and fixed programs"; it was also "pluralistic and prag
matic" and "mobile and fluid"; "its institutions were marvelously cha
otic and unplanned and haphazard and experimental."
317.)

(Pells, 1972, p.

Early in Esquire he disclaimed any highbrowism that may have

been associated with his contributions to The Dial.

In an article

entitled "Pick 'em Where You Find 'em" (serving as a general prologue
to his Esquire column), he claimed that he was the least "advanced" of
The Dial contributors, considering Pound and Cummings and others, but
as a contributor of The Saturday Evening Post he was probably a
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"highbrow,"

(Esquire, February, 1934, p. 70.)

Seldes went on to

restate the theme of The Seven Lively Arts:
My theme was that, in the words of Havelock Ellis, "There are many
arts, not among those conventionally called 'fine', which seem to
me fundamentally for living." I found them in the typical popular
forms of entertainment in America:
the slap-stick movies, the comic
strip, ragtime in songs and jazz in dance music, musical shows, co
medians, tap dancers and the like.
(Esquire, February, 1934, p.
70. )
Some popular performers who gave him pleasure included Charlie
Chaplin, A1 Jolson, Irving Berlin, Paul Whiteman, and Ring Lardner.^
On the other hand, "great" artists such as Ezra Pound, "quoting Proven
cal," James Joyce, "writing an amalgam of language," and Salvador Dali,
creating "silly” paintings, were irresponsible because their "art"
could not be understood; according to Seldes, it followed that dicta
tors like Stalin and Hitler would then put art to the sword:
The dictators, in their crude way of demanding music the people can
whistle or pictures the people can understand, are saying something
which the coteries of art have denied for a couple of generations:
that the object of creating art is to communicate— an idea, an emo
tion, an aspiration, it doesn't matter.
(Esquire, April, 1938, p.
208.)
In the same vein, the aesthetes and "delicate-minded prigs" who then
(September, 1936) admired the silent picture rather than the talking
picture show or preferred still photography to moving pictures sought
not art but the "remote."

Of the snapshot realism of Walker Evans and

Margaret Bourke-White for example, Seldes claimed that candid stillphotography "catches people with their mouths open or, in a sense, with
their pants down.

The less arrangement, the less composition, the less

art, the better."

(Esquire, September, 1936, p. 98.)

Here and else

where in Esquire Seldes expressed the opinion that the middle-class was
being short-changed by the subtlety of "High Art."
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Gilbert Sr Ides' major topics cr .riticism in Esquire came under
f i v e broad areas:

radio, music, movies, literature, and a potpourri of

miscellaneous subjects which included a complaint that burlesque was a
lost form of entertainment; that train travel is democratic and travel
by ship is snobbish; that Noel Coward, "Dear N u l l - a n d - V o i d h a d a
sophisticated, polished surface but lacked emotional depth; that West
brook Pegler’s "anti-highbrow temperament" made him a middle-class hero
that comics are not comic but that Krazy Kat: equals the timeless quali
ty of Chaplin; that advertising men, playing on the superficiality of
the New Deal image of youth and beauty, used "shy virgins of nineteen
to decorate double-ringer washing machines"; that sports writers are
phony, and that opera would be better if it were sung in the language
of the average man.
Seldes’ favorite topic was the movies, America's own art form:
In the moving picture, America actually discovered a form of artis
tic expression which corresponded to the way America had lived for
a century and still lives: because the essence of the movie is
exactly what you think: movement, and that happens to be the one
dominant characteristic of all American History. And the moment
the movie appeared, the aesthetes shrank, back to whatever was
motionless and still. . . .
. . . The American movie is indifferent to space and time: it
annihilates both. It sprawls.
It is chaotic, uncomposed, fluid,
vulgar.
In all these things it is more American than anything
else.
(Esquire, November, 1936, p. 98.)
The

incisive quality illustrated by these remarks is also evident in

his evaluation of Hollywood movie stars, his favorites being Mae West
and C h a r l i e C h a p l i n ; W.

C.

were among the others.

In "Sugar and Spice and Not So Nice," Seldes

Fields, James Cagney, and Shirley Temple

s e e s Mae West conveying real passion of a woman for a man.

Unlike the

Hepburns, Crawfords, Garbos, and Shearers, all too polite and too
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delicate, Mae West is "nearer the heart of the average woman" in that
she honestly exploited sex to give joy:
Indifferent to the sinfulness, if there is any, of sex, she pro
claims by every look, smile, wink, by every change of gait or twist
of the hand, by every wiggle of the cooch dancer transferred t.o a
Park Avenue penthouse, that sex is a pleasure.
(Esquire, March,
1934, p. 60.)
The "icy beauties" of Hollywood were out of the housewife's imagination,
he claimed, but Mae West, being like them, gave the average woman a
"wiggle of the backside" that could be easily imitated.
Seldes' other favotite was Charlie Chaplin, who he had actually
seen at work in Hollywood.

An unequalled comedian, his talents included

dancing, acrobatics, and clowning; his roles were cosmic and comic, and
Seldes called the intellectual's criticism that Chaplin was a character
out of the pie-throwing school, bunk.

(Esquire, June, 1934, p. 74.)

These and other critical comments on the art of Mae West, Chaplin, W, C.
Fields, and Cagney appear to be as accurate today as they were then.
Other comments in his columns which other critics still make
include the assessment that Gone With the Wind contributed nothing to
art, style, or technxque in movies; that the Hollywood endings during
the 1930's were "vapid, milk-water endings," devoid of realism; Holly
wood's obsession with youth was superficial and morally depraved; that
and Hollywood's fear of being different, and thus scrapping it of new
ideas, indicated a total lack of creativity.
Another kind of film that Seldes championed was the cartoon.
He felt that the movie cartoon could be used in the same democratic
fashion as the newspaper cartoon; besides entertainment it could be
used as editorial comment for the. unlettered.

In his view Guernica
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was a political cartoon, and he tried personally, though unsuccessfully,

to persuade Picasso to do animated cartoons.

He also felt that Goya's

prints ought to be put on film, because of their obvious political mes
sage.
Radio, becoming a popular entertainment medium in the .1930's,
came in for extensive negative criticism by Seldes because he thought
that the medium was being abused by advertisers and that its potential
was not being realized.

Radio, he wrote, neglected "the wage-earning

male citizen who is not, by nature, an adorer of tenors or of wise
crackers."

Further, radio is "infantile, intimidated, and uncreative."

Because the sponsors are "feeble wits," so are its audiences.

To the

point:
With minor exceptions, radio has not yet created anything for it
self.
Its sketches are comic strips or minstrel show humors. Its
music is all borrowed; its great stunts are all independent events.
Again, with rare exceptions, radio hasn't learned a new, purely
radio, way of handling the material it borrowed.
(Esquire, January,
1934, p. 35.)
Later, he assailed the educators who would use radio to lecture stu
dents.

After dismissing all lectures as insignificant, he did admit,

however, that radio could be used for music education; but, his main
point was that radio was an instrument of entertainment, not education.
That radio might become a political propaganda weapon also concerned
him.

He was thinking of Hitler's and Mussolini's use of radio for that

express purpose.

Even in America, "the President speaks to us, but how

often can w«. .peak to the President?"
100.)

(Esquire, December, 1936, p.

If Franklin Roosevelt had to listen to the people after his fire

side chats, then radio would be a democratic instrument, concluded
Seldes.
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Another facet of radio of which Se]des was extremely critical
was its shallow advertising.

He lamented that Americans were turning

■‘ad in wer to the laxative manufacturers, just as they had sold out
every other new invention to the advertising moguls.

(Esquire, May,

1936, p. 93.)
Reiterating his assumptions and attitudes about popular culture,
Saides saw popular songs and popular singers as superior to classical
opera.

He relished the f a d that the Metropolitan Opera Company was

going bankrupt and thus considering doing some popular numbers to stay
solvent.

In a typical Seldes' comment, he wrote:

There is always some satisfaction in the come-up-once [sic] of the
high and mighty, and Grand Opera has been so snooty, so social,
and fundamentally so dul for so many years, that my withers are
unwrung.
(Esquire, May, 1936, p. 93.)
However, Seldes was depressed by the very few good songs to sing; most
were written for dance.

Those popular songs that were sung by Ameri

ca's young men were those old songs sung by their fathers, such as
"Sweet Adeline" and "East Side, West Side."

Singing these dated songs

only manufactured artificial memories, he pointed out.
1.935, p. 70.)

(Esquire, June,

And as well as lacking good popular songs, Seldes argued

America also was devoid of good folk music.

Those popular song writers

who contributed most to the well-being of America's musical spirit,
a c c o r d i n g to S e l d e s , were Rodgers and Hart, Jerome Kern, Cole Porter and
George Gershwin.
sung,

He liked Gershwin because he wrote popular music to be

danced to, played, and hummed.

(Humming, to Seldes, was the kind

o f musical expression that best embodied his democratic ideal:
simple;

anybody c o u l d do it; and it gave pleasure.)

favorite,

it was

Gershwin, Seldes'

was not distracted by wealth, qualifying social influences,
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or by Che "damned intellectuals."

In all, because Gershwin had a "good

time" with music, so did his audience.
130.')

Hi'- ot-her favorite

Goi

laudatory p r a i s e , ho we ve r.

(Esquire , October, 1934, p.
d i d no t enioy s'-. ■!■

While admitting that his "talent is pro

f u s e " and " t e c h n i q u e s a l m o s t flawless" Seldes thought that Porter's art
was c o r r u p t e d by an over-worked sex theme, namely adultery, a theme
t h at Park Avenue ad men exploited.

The following titles suggested to

S e l d e s smoking- room s t o r i e s and as such were artificial and exhausting:
" L e t ' s Do I t , "

"What Is This Thing Called Love," "You've Got That Thing,"

and "You Do Something To Me."

(Esquire, April, 1935, p. 79.)

Sex was

n o t a theme in popular entertainment that Seldes avoided, however.

Com

menting on literature, in "The Alien Menace of Sex," he claimed that
t he Ameri can people have a legitimate reason for the sexual naivete
which f o r e i g n critics notice.

According to him the ignorance of "love"

i n the populace can be traced to the nation's lack of this theme in its
literatu re:
I s i t p o s s i b l e that the real burden of this complaint is that
Ameri ca has no literature o f love? There we arrive at a point
whi ch can be v e r i f i e d .
The treatment o f physical love in American
f i c t i o n , p o e t r y , and drama has been for the most part superficial;
we have c r e a t e d no I s o l d e s , no Beatrices, no Mini's, no gaconnes
and p r i s o n n i e r e s , no T e s s e s . (Esquire, July, 1936, p 83.)
He a d d r e s s e d t h i s p o i n t once again in another part of Esquire in a
p i e c e i n w h ic h he d i s c u s s e d two of the writers that occupied his close
attention,

Ring L ar dne r an I Ernest Hemingway.

"The Prize-Fighter and

the B u l l " i s an e v a l u a t i o n o f Lardner and Hemingway in light of Heming
w a y ' s a r t i c l e " I n D e f e n s e o f Dirty Words" (a month previous) in which
Hemingway c l a i m e d t h a t Lar dner woul d never be a "great" writer because
he never used " d i r t y " w o r d s .

Seldes' article generally was a long
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tirade against modest vulgarity.

Specifically, Seldes* defense of

Lardner centered on where Lardner thought dirty words were appropriate,
a "stag show [but not! a book of light humor. "

(Esquire, No'

’

tJ->h» P • ->*-•)
In his comments on Hemingway, Seldes did not linger on windowdressing rhetoric.

His opinions were freely expressed:

What Mr. Lardner knew perfectly and Mr. Hemingway doesn't know at
all is that these words, except in moments of peculiar stress, have
ceased to possess any meaning whatever, least of all a dirty
meaning.
(Esquire, November, 1934, p. 52.)
Lardner invented for the "prissy folk" spellings like "h— 1," but only
for belly laughs, said Seldes.

The critic offered this:

About Mr. Hemingway's implication that there cannot be great
literature without the use of words not permitted in polite soci
ety, I think nothing need be said.
It happens that the hairy-he
words were used for a long time in English literature. . . . The
dainty Robert Herrick, who was a vicar wrote "whenas in silks my
Julia goes . . . " and also wrote "when pimps' feet sweat . . ."
The first is a better poem.
Hemingway keeps away from literary cocktail parties and goes a
lot to prize fights, so that his opinion on the second subject
ought to be more significant than the first.
(Esquire, November,
1934, p. 52.)
With sarcastic wit Seldes slam-banged Hemingway as a sentimental roman
tic and assessed Lardner as the "realist" who portrayed "tragic" fig
ures.

Because Seldes' derision of Hemingway (Gingrich's favorite) gave

no quarter and because it came when Esquire was but a year old, the
Seldes' article is worth quoting at length:
.t is not by distorting their [characters in "The Champion"] lan
guage that Lardner robs the pugilists of their moral grandeur and
their nightly tragedy.
It is by observing them with less romance
than Hemingway observes a sailfish or a bull. For that is the
truth about Hemingway, a flattening and important truth, that he is
a great romantic writer and that he is presenting to the world a
series of magnificent unreal ideal characters upon whom we can hang
our wreaths and togas and all the other trappings of greatness.
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His b u l l f i g h t e r s , soldiers, killers, boxers, and drinkers all are
o f h e r o i c s i z e , although they do not seem so at first because the
o l d l u s h language i s n ' t there.
Victor Hugo's lady called her lover
"a l i o n , noble and generous" and Hemingway’s lady says "You mustn’t
miss y our t r a i n . " . . . Hemingway loves sadness; after a bullfight
is over he feel " v e r y sad but ver< fi n e . "
Sadness i s t he mark o f
I f you t h i n k five minutes about Hemingway's work you have to
thi nk o f d y i n g decently, silently, uncomplainingly, nobly. And you
have t o t h i n k a l s o that nine-tenths of us die undistinguished
deaths and the others make ungodly messes of our deaths as we do of
our l i v e s .
Hemingway's people are better than life, more inter
e s t i n g by a damn sight, and actually inspiring. Lardner's people
are n o t.
They are horribly like ourselves.
(Esquire, November,
1934, pp. 52," 1 7 3 . )
S e l d e s c o n c l u d e d by saying that to Lardner and to himself the idea of a.

prize-fight's being tragic was "bunk" along with the notion that courage
o r c o w a r d i c e could be ascribed to animals.

As for people:

Mr. Lardner despised people, if he did, because they were swine;
Mr, Hemingway sneers at people because they are not bulls. I stick
to Mr. Lardner, considering his attitude of mind mare civilized.
I
also like him because he wrote more than two fine stories.
(Esquire, November, 1934, p. 174.)
In t h e v e r y next issue of Esquire Seldes continued his attack on Heming
way i n " I s Sport an Art or an Orgy?" a harangue of sports writers who,
i n g e n e r a l , mostly wrote gushy, sentimental, and cliched columns.

In

an o b v i o u s dig at Hemingway and his aficionados, Seldes wrote that they
w ere i n t e r e s t e d in blood, not the art of feigning with agile grace
( r e f e r r i n g t o e i t h e r boxing or bull fighting); even so, he admitted
that " lik e b u l l - f i g h t i n g ,
December,

1934,

prize-fighting is largely a dance."

(Esquire,

p. 144. )

In another piece, "Was Ring Lardner a Humorist?" Seldes clari
f i e d what he t ho u g h t were two misconceptions about Ring Lardner’s
themes and h i s c r a f t :

Lardner was a bitter man, not an optimist; and,

he was a ma st er o f handling American speech.

Seldes compared Lardner
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to the great comic artists Aristophanes, Moliere, and Mark Twain, whose
medium was humor but whose commentaries were sour.

Seldes claimed that

Lardner "hates humanity, scoffs at business, is contemptuous of mar
riage, as seen through the hypocrisy of progress," (Esquire, July,
1934,

p.

44.)

but he c o u l d s t i l l

make ieeure joK.es about life.

Of

language:
When people say that he was a master of American slang they are
incorrect and when they say that he recorded American language with
flawless accuracy they are right, but they ought to emphasize one
thing:
that it is not the words, but the music, of American song
that Lardner, above all others, has recorded.
(Esquire, July,
1934, p. 44.)
In all, he saw Lardner as a great writer and a great man; he "wrote too
little and died too young to become a ’figure' in American letters,"
but he was never a "minor" writer.

(Esquire, July, 1934, p. 44.)

Seldes' other favorite writer was P. G. Wodehouse, the English
novelist and master of light fiction.

What Seldes delighted in particu

larly was Wodehouse's leveling of the aristocratic pretensions of Eng
land's ruling class.

Going on to compare him with Saki, Lardner,

Maugham, and Norman Douglas, he calls Wodehouse a "writer's writer."
WodehouseTs appeal for Seldes undoubtedly was a result of his enter
taining style and his "democratic" themes.
pedants" had not "discovered" him yet.

Further, the "literary

(Esquire, July, 1934, p. 44.)

Seldes made many references to the need for an art that could
be understood by the average man.

Again, as the gadfly of the "snooty"

intellectuals and obfuscating artists, he attacked romantic poetry in
"Poets Can Learn from Acrobats"; the title indicates his theme.
not believe that poets went beyond the "reality of reality."
deliberately made themselves unintelligible.

He did

Poets

"And if what poetry says
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is the greater truth, isn't it a little more important to tell it
exactly?"

(Esquire, May, 1940, p. 139.)

Seldes felt that the message

of poets was inexact because of its inexact language and its ineffec
tual ideas.

In point, he maintained that more men in the nineteenth

century acted upon the ideas of Adam Smith and Charles Darwin than upon
all of the Lake poets' ideas.

(Esquire, May, 1940, p. 139.)

"To Hell, in a Word, with Art" is a piece that contained manh
of Gilbert Seldes' archly held view

livered in his roller-coaster

style:
; > sliding down the chutes and the chutes have been prepared by
the intellectuals themselves. Our Babbitts were bloody bourgeoisie
because they didn't love Cubism and now it appears that Cubism rep
resents the last writings of a civilization which is worse than
bloody bourgeoisie itself.
(Esquire, January, 1936, p. 94.)
The "prettiness and the faking, the snooty superiority and the swooning
melancholy of being artistic" have always been promptly identified as
follies.

The common man, Seldes held, has always picked out the

"elitist liars" who kill art.

Commenting on Van Wyck Brooks' criticism

that the common people have not supported America's artists, Seldes'
rebuttal is that "snooty" artists (Theodore Dreiser and T. S. Eliot
present cases in point) have nothing to give the people.

Similarly

Edgar Allen Poe offered nothing to American pioneer people and thus the
people owed nothing to Poe.
In all, Gilbert Seldes' self-taught ideas of popular culture
were usually entertaining and perceptive.
on r a d i o have proved true.

His prophetic sensibilities

His long-standing critical principle, that

the vitality of a culture can be judged by the quality and quantity of
its popular entertainment, is a commonplace in any sociological study.

195
That Es qui re p u b l i s h e d t h i s c r i t i c
l i t e r a r y magazi ne.

again attests to its stature as a

However, S e l d e s d i d have h i s blind spots:

a ni ma ls were i n c a p a b l e o f c o u r a g e ,

Lardner was better than Hemingway,

and p o e t s were d e l i b e r a t e l y o b s c u r e .
Intellectual

e.g.,

He was indeed a curious anti-

intellectual.

Music

In C a r l e t o n Smith,
music c r i L i c .

Esquire had its most consistently articulate

S t a r t i n g with the July, 1936 issue, he regularly contrib

u t ed e n t e r t a i n i n g and logically developed essays.

In 1937 his feature

was t i t l e d "Roulades and Cadenzas," and in it he wrote about music per
son alities,
short,

performances, the different forms of music, instruments, in

a n y t h i n g t ha t touched the music world.

In September, 1938, he

a l s o became Esquire's regular recording critic.

In his feature "On the

R e c o r d , " his incisive comments ranged over such phenomena from the
r e c o r d i n g w o r l d as the jargon of jazz, oriental music, the price of
records,

suggested l i s t s o f recordings for Christmas shoppers, South

wes t I nd i an instruments and chants, jazz Chicago style, and Larry Adler
on the h armo ni ca .
Frank Bl ack ,

Esquire1s first recording critic, had a column,

"The Mu si c -Bo x R e v i e w , " f o r only five months, May to September, 1935.
B l a c k was a m u s i c i a n o f some stature during this time:

he was the

d i r e c t o r o f t h e Brunswick Record Corporation from 1925 to 1932, "coach
a c c o m p a n i s t " o f a group known as the Revelers* Quartet from 1925 to
1938, and from 1928 m u s i c d i r e c t o r for NBC.

(Thompson, 1964, p. 228.)^
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S i n c e h i s s t a y w i t h Esquire was so brief,, it. is difficult t o
n.ake any g e n e r a l i z a t i o n s about his contribution:
chit-chatty.

his style was breezy,

T hi s s e n t e n c e i s indicative, "I guess I'm just, a sucker

f o r a S t r a u s s tone poe m. "
d i d not s t a y l o n g ,

(Esquire, June, 1935, p.

196.)

Frank Black

but perhaps the significance of his working for

E s q ui r e l i e s as much i n who he was as in what he did.

He is an example

o f t he kind o f a u t h o r i t a t i v e voice that Esquire sought and usually held
f o r many y e a r s .

He and author-critic Sigmund Spaeth were exceptions in

t h e i r b r e v i t y o f tenures.

Sigmun ,i Spaeth started his column in Esquire in June, 1934.

A

b i o g r a p h i c a l note which appeared in the magazine succinctly covered his
career:

Sigmund Spaeth is the tune detective of radio, a Ph.D. from
Princeton, a popular speaker and writer on music, and, in general a
pretty lively entertainer in any medium. In addition to his writ
ing o f radio programs, he has appeared in a number of movie shorts
o f his own creation and has been on the stage this past season, at
t he Radio City Music Hall, and on Sunday Nights at Nine, at the
B a i b i z o n Plaza.
(Esquire, June, 1934, p. 16.)
Dr.

Spaeth p o s t u l a t e d that " b e h i n d the tune of each popular song were

r o o t s r e a c h i n g back t o f o l k music and the Classics."

For example, he

showed t h a t p o r t i o n s o f "Yes, We Have No Bananas" could be traced to
H a n d e l ' s " M e s s i a h , " Michael Balfe's "Bohemian Earl," several Wagner
operas,

"My Bonnie L i e s Over the Ocean," "I Dreamt I Dwelt in Marble

H a lls,"

and "Aunt D i n a h ' s Q u i l t i n g Party."

b er 13,

1965,

p.

29.)^

(The New York Times, Novem

In E s q u i r e he d e s c r i b e d how Irving Berlin used

i d e a s t hat Beethoven had in terms o f reiterating themes.
A u gu st ,

1934, p.

129.)

(Esquire,
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In addition to contributing to Esquire, Spaeth wrote over thirty
books, and one of these entitled The Art of Enjoying Music particularly
Interested Sally Rand.

He engagingly described his conversation with

her, claiming that she was also a "sincere admirer" of Beethoven and
Brahms.

(Esquire, March, 1935, p. 138.)

His conversation with Rand

exemplified his role as a critic who liked explaining music to the
masses.

In this role, he wrote about music in many popular magazines:

Life, McCall's, The Literary Digest, and Esquire.

In his Esquire pieces

he covered the spectrum of popular music, praising the following:
Archibald MacLeish's American ballet, Union Pacific; "Frankie and
Johnnie," the folk music of the public domain; Associated Glee Clubs,
the "finest examples of the old amateur spirit in music still surviving
in this country"; summer music festivals; crooning "a natural expression
of human intimacy"; Gilbert and Sullivan; Ledbetter; Nelson Eddy; and
Frank Black.
Esquire's next music critic was also a Ph.D.

But besides his

doctorate from the University of Chicago, Carleton Smith held a number
of honorary degrees, both from here and abroad; he simultaneously was
music critic for the Chicago Daily News, 1930-1941, New York HeraldTribune, 1933-1941, and Coronet and Esquire from 1934 until after World
War II.

Besides chairing many executive offices for the National Art

Foundation, he published extensively; especially noteworthy among these
g

publications is Composers:

Past and Present.

(Simmons, 1962, p. 195.)

Smith proved himself worthy of all these impressive academic qualifica
tions and honors by the fine woi'k he contributed to Esquire.
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Smith's reviews varied in tone; depending upon the topic, he
was witty, serious, outraged, bored, sympathetic, or exasperated.

In

his first essay for Esquire, perhaps unsure of his place in a "man's
magazine," he evidently tried to appeal to the magazine's low-brow
readership in this piece on the violin:
The scraping wall of a violin— does something to man.
It sets
his body aglow with a rush of conflicting emotions. It soothes and
arouses, depresses and uplifts, stirs the embers of has passions,
raises him to magnificence.
It suggests the warmth of yielding
flesh and the crush of swelling lips— memories— anticipations.
It
sings the angelic seraph's call and prays for consoling peace. It
is nearest the celestial voice. And as no other instrument, not
even the human throat can do, it brings the being from the hormones
to the tympanium into a state of ecstasy.
(Esquire, July, 1936,
p. 125.)
This piece is followed in kind by one on the piano, "the Queen of
instruments and the one most frequently prostituted."

(Esquire, August,

1936, p. 102.)
Smith soon dropped this lucubratory pose and started a column
that v<;as readable and entertaining, that recurringly came back to seri
ous social and political comments on national and international affairs,
and that demonstrated an encyclopedic knowledge of music and musicians.
These assays covered music criticism, the Bayreuth and Salzburg music
festivals, Russian music and culture, Finland's Sibelius, the Federal
Music Project, Toscanini, swing, music reference books, opera, a lesson
bn how to behave at a concert, radio music, the war in Europe, and Walt
Disney.
The scope of his interests was matched by the uncompromising
nature of his judgments.
critics, he wrote:
be done.

Exploding with irritation at New York music

"Critics are like eunuchs.

Yet neither can do it."

Both know how it should
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Ot hers who were victims of his diatribes included the Metropoli
tan Opera and i t s
smut';

" b a s t a r d " a r t ; Manhattan night clubs, "temples of

s t u p i d Congressmen investigating Federal Arts Projects; univer

s i t y de pa rt ment s o f music and conservatories, the "remedy for which is
T--N-T"; and a l l o t h e r mediocre musicians and music.
I f he was h a r s h , he was also amusing.

For example, in a time

l e s s e s s a y on the "intolerable noise" of country church choirs, he
a c c u s e d t h e s e " s t r a n g e brethren" o f creating a "hell on earth for every
m u s i c i a n w i t h i n earshot."

On a particular Sunday, he listened to an

a c c o r d i o n "that in sincerity of tone couldn't compete with the Salva
t io n Army's."

With immodest irreverence, he left before the collection

p l a t e came around.

(Esquire, September, 1938, p. 78.)

Smith also demonstrated a reserved neutrality in his reviews.
A l t h o u g h he was a student of the classics, he believed that popular
m u s i c was an " a u t h e n t i c " e m o t i o n and t h e r e was no need to apologize for
it.

Benny Goodman, Tommy Dorsey, and Eddy Duchin put their music in

" Eve ryman' s living room."

As for swing, it was an

a r t form, e x h i b i t i n g all t he formal v i g o r s and economy associated
w i t h c l a s s i c i s m s including a very real development of a musical
idea.
I t i s m o s t l y related to Bach, they say, to the Bach of the
f u g u e s and t he Brandenburg concerti.
(Esquire, October, 1938,
p. 9 0 . )
C o n t i n u i n g on the t o p i c of swing, he seemed to sum up the objections of
m oralists

in e v e r y age to new dances.

What he said about the Lindy and

its

p r o t e s t e r s might v e r y well fit the protestations of those objecting

to,

s a y , the T w i s t ,

the Monkey, the Mashed Potato, and other dances of

the 1 9 6 0 ' s and 1 9 7 0 ’ s:
P s y c h o l o g i s t s have r e c o g n i z e d i n i t [ t h e L i n d y ] a p r o t e s t
a g a i n s t m e c h a n i z a t i o n , a r e l e a s e from t h e drab monotony o f t h i s

200

machine age. Ministers, Y.M.C.A. secretaries, and sociologists
have opposed it, accused it of turning future Americans into a
"horde of jumping jackals." . . .
. . . They peck, that is, dance with head and shoulders (don't
ask me what happens to their feet). They stand apart, stick out
their necks like woodpeckers, move their heads back and forth in
sharp jerky motions, not unlike epileptics.
They bump (girls are most agile at this): place both hands
behind their necks, stick out their buttocks, and by a convulsive
wiggle of the body bring their posteriors forward . . . with sug
gestive rhythmic jerks. Formerly, this was the prerogative of the
burlesque teasers.
(Esquire, October, 1938, p. 58.)
Like many other Esquire contributors, .Smith went to Europe on
assignment for the magazine.

His balanced view of music and its place

in Volshevik Russia is informative, even today.
that Soviet Russia was rich in folk music.

Generally he admitted

In fact, he maintained that

Russian opera was great, and the effort to "make music a natural part
of the worker's daily existence" was good for its own sake but also
because it provided musicians with jobs.
104, 201, 203.)

(Esquire, January, 1937, pp.

However, because the Soviet government commanded that

music must be ideological, it became journalistic, forcing proletarian
ideas into art.

On this point Smith commented:

It is useless for the Communists to continue deceiving them
selves and their people. They cannot command the creative impulse.
Genius will not be budgeted on a five-year plan. Stalchanovism will
not stimulate composers. No committee has ever written a success
ful symphony. It can only hope for the vision necessary to recog
nize a work of genius when it appears.
(Esquire, February, 1937,
p. 125.)
That composers, conductors, and musicians should stay above
politics is a reiterated theme in Smith's column.

In "The Ring and the

Swastika," Smith obviously was repulsed by the Nazi propaganda, although
his immediate concern was the shoddy performances at the Bayreuth
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Festival.

The hotel services had

declined, and he found the commer

cialism at the festival theatre ($12.00 per seat) an outrage.

(Esquire,

November, 1936, pp. 113, 229.)
Some two years later, in the same vein, Smith said that it was
futile to make political statements through music.

Accusing Toscanini

of playing into fascist hands because he refused to appear at the Salz
burg Festival, he commented:
In art, merit alone should count. And we should listen to
music for the pleasure it gives us, not because it is made by antiNazi, anti-Communist or WPA workers. Wise are the artists who
refuse to take sides in foreign political disputes, and far-sighted
is the public that dissociates non-musical biases from its
artistic conscience.
(Esquire, June, 1938, p. 161.)
One such non-musical bias in America arose when the D.A.R. forbade
Marian Anderson to give a concert at Constitution Hall; Smith's view
was that Miss Anderson was a political puppet used by the blacks for
non-musical purposes.

Music "should be preserved as a sanctuary above

the jealousies and strife of individual, racial, and national hatreds."
(Esquire, July, 1939, p. 169.)
So there the Esquire reader had it; no mossy academic moralizing
or ephemeral theory from Sigmund Spaeth or Carleton Smith.

Both articu

lated a learned professional point of view without being boorish, in
spite of their usually pronounced views on their art form.

Movies

With his gimlet eye for sham, mediocrity, and propaganda in
film during the 1930's, Meyer Levin, Esquire's "Candid Cameraman," con
demned most: of what Hollywood produced.

Besides inveighing against the

fatuous optimism that the picture-a-week magnates retailed as reality
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ami deflating the egos of the "stars," Levin used his column to articu
late his political views, which were not always consistent with those
Esqu:re management.

In fact, in the autumn of 1938, Smart changed

Mover Levin's name in Esqu~ re to Glyn Roberts and finally to Patterson
Murphy in order to negate Levin's "Red Jew" image, an image he had won
by being a pacifist and a sympathizer with the Spanish Loyalists, a
critic of formalized patriotism, and a persistent critic of the endless
Depression and the persecution of the Jews.

Levin rarely missed the

chance to make asides and allusions to his political causes.
His contribution to Esquire came more from his humanistic edi
torials and his denunciations of shoddy Hollywood art than from his
style.

His prose in "The Candid Cameraman" is straightforward; his

attitude, usually impassioned, often gives the reader the feeling that
Levin was delivering a sermon on the repugnance of human stupidity.

In

his critical assessment of the "fantasy life" that Hollywood portrayed
as' reality, he gave no quarter.
many insights into Hollywood.

His judgments on movies still reveal
Because movies substituted "quaintness

tor typicality" they offered no insight into the human predicament:
Movies are an escape world.
The preponderance of pictures are
set in glamorous purlieus of the rich, the make-believe world of
backstage, or the romantic world of the costumed past. Characters
are seen against realistic small-town or city tenement background^
only in beginning sequences; thence they escape to unreal worlds.
(Esquire, April, .1934, p. 1 4 3 . )
there are no Hollywood stories drawn from the "Great grey masses of
1Q

human itv.’

Levin's stated intent was simple:
. . . it is the aim of this depar;ment to furnish a guide to motion
picture entertainment for the men who read Esquire. Second, to pre
sent adult male judgments in regard to scenario, direction, acting,
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p ho t ogr aphy and the various other elements o f photoplay.
Third, to
detect and n o t e t r e n d s that occur in the motion picture field; to
comment upon s p e c i a l social values that appear in certain pictures,
o r groups o f p i c t u r e s .
(Esquire, November, 1934, p. 134.)
' i i s emphasi s,

again, was on the social values revealed in movies.

He a d mi tt e d t h a t he was hard to please and that, like George
lean Nathan,

he had been labeled a "highbrow."

However, he remarked:

1 am w r i t i n g f o r an audience that demands intelligent entertainment
in m a ga zi n es ; i t i s expected that they will be no less impatient
w i t h the t r i t e , the inexpert, the tedious, the fake, and the mere
t r i c i o u s in m o t i o n pictures.
(Esquire, November, 1934, p. 134.)
Assuming that the Esquire readership had this kind of sophistication,
L e v in f e l t

f r e e t o hold forth on any issue he pleased.

A favorite target of Levin's scorn was the exploitation of

women as sex objects:
The vulgar truth, Mr. Hollywood— and if you didn't have so much
i n v e s t e d in Crawford and Loy and Shearer you'd be the last man to

have to be reminded— the vulgar truth is that you are largely in
the burlesque business, beef-trusting they used to call it.
(Esquire, June, 1939, p. 96.)
On. an o c c a s i o n upon which he had the opportunity to visit Hollywood
lots,

he commented on how even the lunch counter waitresses were "beau

t i e s " and how t h e s t u d i o contact men pressed phone numbers of Holly
w ood's best b ro th e ls

i n t o his hand.

(Esquire, October, 1936, p. 109.)

Ho l l y w o o d , owned and directed by conservatives according to
L^vi n, produced a movie that touched Levin's liberal sensibilities.
Rather than e nga ge i t s e l f with problems of real life— poverty, labor
strikes,
fa ctory."

racial

pro b le ms ,

or the war in Europe— Hollywood was a "Cagney

The l u s h m u s i c a l s w i t h their lyrical lies, avoided Depres

sion themes;

( E s q u i r e , January, 1935,

p. 1 4 5 . ) Hollywood felt safe with

black p i c t u r e s of t he C i v i l War but never used the share-cropper of the
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1 9 3 0 ' s as a s u b j e c t ;

(Esquire,

Se pt e mb er ,

1936, p.

98) a l t h o u g h within

the r e a c t i o n a r y Hol lywood f o r m u l a , L e v i n f a i n t l y p r a i s e d Black Fury, a

movie about: a c o a l - m i n e s t r i k e ,
any g u i l t .

( E s q u i r e , J u ne ,

t he c o a l company had to be absolved of

1935, p.

144.)

The coming o f war i n Europe was a n o t h e r subject t h a t Hollywood
m ani pul at ed f o r i t s own r e a c t i o n a r y p u r p o s e s , according to Levin.

In

A n n a p o l i s F a r e w e l 1 , whi ch t o Levin was " p u r e drivel," the military and
Ho ll ywo od g ea red up f o r t he coming war i n Europe by glorifying military
life:

We aren't at war yet and we won't be at war until the popular will,
numbed, intoxicated, drugged by such poison as Annapolis Farewell
consents to such a war. Then it will be treason to come out and
say what we honestly think of this kind of picture. No sense in
saying the picture doesn't mean anything and can't harm us now
because we aren't yet at war. The time to stamp out that type of
propaganda is now. No war is inevitable. It is just in these
innocent-seeming stages that war is prepared.
I t i s no accident that such butter-faced boys as Richard Crom
w e l l and Dickie Powell, hitherto singled out with loathing in this
column as among the weakest representations of manhood to be found
on the screen, e r e the heroes of this propagandistic film.-*-®
( E s q u i r e , November, 1935, p. 150.)
Always the p a c i f i s t ,

he comes back to this theme many times.

Because

Ho l ly wo o d makes films for a world market, it is interested in "enter
t a in m e n t " and thus i s lost to the "peacemakers":
The American p u b l i c doesn't care which way a film points— toward
p e a c e o r toward war — so long as the film is entertaining.
This is
t he most disheartening part of the subject; the public doesn't care,
b e c a u s e i t f e e l s no immediate danger; and therefore it is already
s u b j e c t i n g i t s e l f t o the glory poison manufactured at the express
demands o f foreign governments preparing their own subjects for
war.
We are g o o d - n a t u r e d , an unsuspicious mass. We'll eat anything,
s o l o n g as i t f i l l s t he stomach.
(Esquire, November, 1936, p. 125.)
L evin 's

remarks h e r e a re t a ke n from h i s r e v i e w o f Road to Glory, a

movie of "old se i t i m e n t a l c r a p a r o o . "
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F.n 1937 , Levi n went to Spain where he spent time with Hemingway
s u p p o r t i n g the L o y a l i s t s .

(Levin, 1950, p. 111.)11

In June of that

year he p r a i s e d Spain in Flames, a picture he considered good but not
g r ea t

for

foreign

i t showed the war in Syjain as being "not a revolution but a

invasion."

(Esquire, June, 1937, p. 121.)

Spain at war was

his c o p i c many times, but it usually was not related to the film.
However, he di d a d d r e s s the movie business in Spain once informing
Esquire readers
ous m o v i e ,
film s.

that the Junta ran the movie house, censored any seri

and allowed only innocuous Marx Brothers and Ginger Rogers

(Esquire, March, 1938, p. 90.)
Related to his pacifistic theme were his comments on Jews.

In

h i s review of "The House of Rothschild," in a "Letter" from Palestine,
he noted the happy life in a Jewish commune, and in his review of "The

Plough and the Stars" Levin emphasized the international plight of the
Jews.

Finally, in "The Plough and the Stars" he noted the parallel

between Irish home-rule and the Zionist movement in Palestine.
(Esquire, March, 1937, p. 111.)
Some o f the aspects of the film business that came under attack
in h i s column were The Academy of Motion Picture Arts and Sciences,
P ar a mo unt ' s n e w s r e e l censorship of the Chicago police shooting strikers

at t he R e p u b l i c S t e e l p l a n t ,
Crosby,

bland English movie criticism, and Bing

b e s i d e s most popular movies like "Gone With the Wind."

Gone

With t he Wind was simply " a murky, unending orgy of emotional outburst,"

tjo L e v i n .

N e i t h e r t he p r o d u c e r s nor the public seemed interested in

tj'.ie s l a v e r y i s s u e o r t he c a u s e s of the economic collapse of the South,
rather

whether " Mi s s V i v i a n L e ig h had acquired an acceptable
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Southern accent; indeed, whether it was a Georgian accent."

A research

er of the 1930's might well judge that the movie-going public had "lim
ited literary tastes."

(Esquire, March, 1940, p. 91.)

When Levin was not lecturing the limited literary tastes of the
American movie audience, he did take time to give passing praise to
these actors and works:

Harpo Marx, Clark Gable aad Claudette Colbert

in "It Happened One Night;" Charlie Chaplin in "Modern Times;" "Winterset;" "Spanish Earth" by Hemingway and Joris Ivens; "The River" by Pare
Lorentz; and Spencer Tracy and John Barrymore among many others.
Levin usually dismissed most movies and then got on to his real
interests, political and social issues as they tangentially related to
movies; he would summarize his reviews in fifty to a hundred words.
For example, here is Levin's review of "Treasure Island":
Swell production of Stevenson's classic. Some knock-out sailing
ship shots; a prize gallery of rough-neck facial make-ups. Lionel
Barrymore's scar-faced pirate a beaut. Wallace (rubber-face) Beery
o.k. as Pegleg Silver. The inevitable Jackie Cooper adequate as
the boy; I'd prefer a skinnier kid. Best performance, Chic Sale as
Ben Gunn.
(Esquire, October, 1934, p. 145.)
And,
"Pride of the Marines": Reels and reels of drilling, interspersed
with flap-doodle about an orphan boy who becomes a marine mascot.
Another enlistment poster, but fortunately lousy.
(Esquire, June,
1936, p. 110.)
These mini-reviews appeared under his own personalized Esquire rating
system:

Take Her, Go Alone, Send Her, Trail Along, Take the Family,

Go Alone If You Have To, Horror, Waste, and Blah.
Many of his reviews were obviously hasty products of his pres
sured schedule.

Besides his responsibilities as Associate Editor, he

wrote two books during this period, The Old Bunch (1937) and Citizens
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(1940).

Although his column lacked balance, it did offer the Esquire

reader lively and intense social and political comment.

Books

From January, 1934 through April, 1940 Burton Roscoe wrote
"Esquire's Five-Minute Shelf"; after his departure, William Lyon Phelps
took over the post.

Esquire's first book reviewer, James T. Farrell,

appeared only in the pilot issue.
By the time Burton Roscoe came to Esquire, his literary reputa
tion had waned, but he still had moments in the magazine that showed
him to be a lucid and thought-provoking critic.

A columnist, editor,

critic, and memoirist, he wrote or edited many books:

Theodore Dreiser

(1925), A Bookman's Daybook (1939), The Smart Set Anthology (1934),
The Joys of Reading (1937); his autobiographies Before I Forget (1937)
and We Were Interrupted (1947); his books of criticism are Titans of
Literature (1932), Prometheans (1933), and a novel Belle Starr, Bandit
Queen (1940).

From 1912 to 1920 he was a critic for the Chicago

Tribun e ; because he made an "nnflattering" allusion to Mary Baker Eddy,
however, he was fired.

Other various editorial positions he held after

that (many of them simultaneously) included associate editor of
McCall *s, editor of The Bookman, a chair on the Literary Guild of
America (1928-1937), literary critic of Plain Talk, The New York Sun,
Newsweek, The American Mercury, and Esquire, and advisor for Doubleday,

12
Doran and Company.

(The New York Times, March 20, 1957, p. 37.)

He was well-received as a critic in the teens and 1920's and
played a role in the emergence of H. L. Mencken, Dreiser, T. S. Eliot,
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Sherwood Anderson, Hemingway, Cabell, and Edmund Wilson.

He fought

against artificiality and for precision in the American language, and
the objects of his attacks were the genteel tradition, pedantry, academ
icism, literary humanism, and censorship; through all of his efforts he
attempted to democratize American literature and culture.

Throughout

his long career Burton Roscoe claimed no particular credo and avoided a
literary philosophy and a program of aesthetics.
by impulsive and incautious impressions.

His style was marked

He tried to relate his lit

erary topics to his own life and times, usually arguing for his prefer
ences and against his prejudices, which often gave his work a limited
depth and range.

(Hensley, 1963, pp. xxvii-xxix.)

13

A typical review

rambled over many unrelated topics, frequently with no transitions.

In

one column, for example, he jumped from Damon Runyan to Heywood Broun
to Walter Winchell to Ring Lardner and back to Runyan again.
Early in his career he was admired by Edmund Wilson, Maxwell
Geisman, Conrad Aiken, and Vincent Starrett.

He was a leader— "a senti

mental, chauvinistic, valuable and belligerent leader— of literary
opinion in this country."

(The New York Times, March 20, 1957, p. 37.)

The primary reason for his decline, and there is evidence of this in
his Esquire feature, was that he had a divided mind:

skeptic and opti

mist, idealist and realist, conservative and liberal, editor and author,
and journalist and critic.

(Hensley, 1963, p. 200.)

Since most of his

features were impres.ionistic potpourri of whatever ideas passed through
his mind at the time he wrote the review, his features do not measure
up to those of Carleton Smith, Gilbert Seldes, or George Jean Nathan.
Yet, cryptic asides and aptitude for name-calling made for lively reading.
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Quite simply, Burton Rascoe had favorites upon whom he lavished
praise, and he had his literary targets, usually big name Esquire con
tributors.

His favorite writer was James Branch Cabell, whom he is

credited with "discovering."
Cabell, Burton wrote:
saying it until I die:

(Esquire, January, 1934, p. 157.)

Of

"I have said it before and I guess I'll keep on
James Branch Cabell . . .

imaginative artist in our time."

is the most gifted

(Esquire, April, 1934, p. 133.)

Fur

ther, in his view, no other writer comes close to him except perhaps
George Moore, the English writer, who had a similar genius for "orches
tration" of words; in spite of Moore's accomplishment, however, along
side Cabell, Moore is a "divinely endowed dumb-cluck."
1934, p. 133.)

(Esquire, April,

What Rascoe meant by "imaginative artist" he never said,

but he made many references to Cabell throughout his column.

Jurgen,

to him, was a masterpiece of "pure" literature:
Jurgen is, essentially, a novel of the poetic attitude wherein
all the adventures are. of the mind and spirit.
Its ultimate moral
is a plea for monogamy, a poetic counsel to the young poet never to
put his dreams to the unfair and disastrous test of relating them
to reality: let the poet apostrophize in haunting verse diverse
perfect mistresses of the imagination, but let him not seek in the
flesh to find one lest he, in Flaubert's phrase, find in adultery
all the platitudes of marriage. . . .
. . . Literature does not die.
It is a continuous, everflowing process, like life itself; and it is the articulate spirit
of life, voicing the hopes, aspirations, the conflicts, the experi
ence of people, of time and of place— and the best of all litera
ture, the literature, that endures, is the literature which arouses
in the breast of all literate peoples at all times the emotion of
recognition that this book, this poem, this play is something they
know, they feel, they have observed, they have felt or aspired to,
expressed in a language that is clearer, more exact, more compre
hensive or subtler than the average man's power of articulation.
This is the life beyond life of the creator of literature and it is
the life available to those who can read with understanding.
(Esquire, April, 1936, p. 192.)
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As a definition of literature, this is simple and straightforward and
seems true.

It certainly is not academic.

Another favorite of Rascoe's was Sinclair Lewis.
Work o' Art, Rascoe attacked the pedants:

In praising

"It is a novel wherein the

Babbitt,! have their inning against the Artists and Intellectuals."
(Esquirt , March, 1934, p. 121.)
was the ’novel of the hour."

Of It Can’t Happen Here, he claimed it

To him, Lewis was "the best reporter, and

perhaps the most brilliant mind we have functioning in literature in
these states."

(Esquire, December, 1935, p. 115.)

(Whenever Rascoe

praised o/. criticized any person or idea, it was usually with superla
tives.)

Writing of Lewis’ novel in his own lively style, he said:

In ft Can’t Happen Here Lewis writes about what might happen in
this country if Huey Long had survived and if (say, for instance)
Father Coughlin, should have thrown his radio constituency to Long
in consideration of usufructs to the golden voiced padre. Lewis
writes about a condition and not about a fact, so his dictator is
not Huey Long and his Bishop Prang, who identifies himself so
readily with the Child Jesus before the Doctors of Theology in
Jerusalem, is not a Catholic (for the Catholics are outnumbered in
this country) but an Episcopalian, wavering uncertainly, among the
choices; whole-hog Romanism, half-Nelson, or catch-as-cateh-can
Christianity, and deciding, opportunistically, for* the last.
(Esqu:....e, December, 1935, p. 115.)
He agrees with Lewis' theme and reiterates:
Lewis thinks the set-up in America is perfect for the rise of the
super-Hitler:
the citizenry is emotionally swayed, easily regi
mented, fed by the radio and child-like in its love of uniforms.
We a:e a nation of joiners, always anxious to do, wear, and think
the right thing.
(Esquire, December, 1935, p. 115.)
This kii'd of criticism seems to have merit and is also entertaining to
read.
Rascoe was also free x^ith his praise for George Jean Nathan, a
felloe, critic for Esquire:

"Even when he is talking through his hat,

Nath;n is more readable than most critics," he wrote of Passing
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Judgments.

(Esquire, March, 1935, p. 96.)

He identified with Nathan

when he reviewed The. Theatre of the Moment (1936), a collection of some
of Nathan's Esquire theatre reviews in "First Nights and Passing Judg
ments" :
He has never tried to be helpful to the playwright. He knows that
the critic's duty is to be the audience; his job is to instruct,
warn, apprise, inform and entertain his reader; that once a bum
play has got past the stage of the last rehearsal and is already on
view to the paying audience, there is nothing to be done about it
in the way of bettering it; the thing is to give it the boot
smartly and with decision.
If the play is good, it is to be
applauded with the proper reasons and the author encouraged, by a
judicious appraisal, to bestir his brain anew.
(Esquire, November,
1936, p. 212.)
In reviewing Nathan's Encyclopedia of the Theatre (1940) he was enter
tained by the Nathan-Mencken style of the book:
One of its tricks is to make an exaggerated claim, leaving a knot
hole of escape through a "by and large" phrase. Another is dogmatic
assertion in highly colored lingo designed to distract you from too
close attention to the author's illogic. A third is to ’uild up a
straw body resembling nothing in existence. This is bludgeoned and
kicked around. When all the straw has been knocked out, the arti
cle, essay, or paragraph is over.
(Esquire, April, 1940, p. 106.)
Even though he admired Nathan (he was his favorite Esquire author), he
perceptively identified Nathan's critical tricks.
In his review of Louis Paul's The Pumpkin Coach, Rascoe took
potshots at a favorite target, the so-called lost-generation crew of
Hemingway, Dos Passes, Fitzgerald and others.

First he credited Ging

rich with discovering Louis Paul when Esquire published "No More Trouble
for Jedwick"; then said this of Paul's celebration of life in his novel:
It is a novel which is representative of a generation which is not
lost, strayed or stolen, a generation very aware of itself, disil
lusioned in some things perhaps but wise enough to cherish the deep
est and most satisfying illusions— that life is good though brief
and that it offers beauty and moments of happiness even in disap
pointments.
(Esquire, April, 1935, p. 100.)
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Louis Paul, like William Saroyan, another favorite, is a "poor" artist
who had learned his craft well.
Rascoe's praise, of Saroyan was extensive, and his review of The
Daring Young Man on the Flying Trapeze was sensitive but sentimental:
He has the genuine story teller's gifts, simple and imaginative,
clear and guileless like a peasant's; he has a style; he is young,
highly sensitive, brooding and ecstatic in turns, wondering what it
is all about but happy to be alive; he has a rich inner life which
he unfolds to us naively and unconditionally, he hates war and the
cruelty of man toward man; and he hits spontaneously and revealingly upon profound truths as reflected in common incidents.
In tem
perament he reminds one somewhat of the Ben Hecht and the F. Scott
Fitzgerald of the early twenties. . . . It may be said that Saroyan
writes like an intoxicated youth, but a youth who is not intoxi
cated with alcohol but by beauty and the sheer joy of living, even
though his own lot has been miserably hard and full of failure.
(Esquire, November, 1937, p. 180.)
Burton Rascoe maintained few such sustained paragraphs of
praise, or criticism either, for that matter; again, most of his com
ments came in short doses.

Other writers who were given passing praise

in his column were John Steinbeck, John Gunther, Jesse Stuart, Dashiell
Hammett, H. L. Mencken, Nathaniel West, James T. Farrell, Louis Zara,
William Faulkner, and Gilbert Seldes.
If his praise was thin, his bile was thick, especially for
Gingrich's favorites— Hemingway and Dos Passes and many of the American
moderns whose darker view of life Rascoe disliked.

In his first review

f o r Esquire, Rascoe took on Esquire's champion, Hemingway.

In what he

calls an "undazzling epigram," he wrote, "I . . . once said in two
moments of hilarity that Ernest Hemingway wrote as though he had so
touch hair on his chest that he had to do it up in curlpaper every
night."

(Esquire, January, 1934, p. S6.)

Although he credited Heming

way with being a "genius," Rascoe felt that his "virility on parade"
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detracted
p.

86.)

from h i s hook, Winner Take. Nothing-

(Esquire, January, 1934,

Of To Have and Have N o t , he w r o t e :

The s e p a r a t e e n t i t i e s and themes of the book are not brought into
r e l a t i o n w i t h one another.
Worse, some of the characters do not
come t o l i f e but remain carelessly evoked stock types who are the
o b j e c t s o f Hemingway's hatred.
Hatred is so pronounced in this
book t ha t Hemingway seems to hate in a less or more intense degree
e ve ry b od y i n i t .
(Esquire, January, 1938, pp. 108, 184.)
In a l l ,

it has a "chaotic., unintegrated and disagreeable quality":

This novel, then, I think is only a phase in Hemingway's devel
opment, perhaps his least satisfactory expression, because all of
its values are chaotic and contradictory, since it was written over
a period when he was trying to choose a rigid and permanent set of
values out of conflicting ones and out of some which even canceled
each other.
(Esquire, January, 1938, p. 185.)
This assessment of To Have and Have Not seems to have been borne out by
literary history.
Another who failed to give his work unity was John Dos Passos
i n The Big Honey, according to Rascoe, the novelist was split "emotion
a l l y on the s i d e of the underdog, intellectually an aristocrat, and at
h e a r t a frustrated poet."

(Esquire, October, 1936, p. 118.)

His

attempt to present a kaleideoscopic view of life through the "News
reel,"

"The Camera E y e , " and "ironico-poetic biographies" defeated his

p ur p o s e .

At straight narrative, however, Dos Passos "begins to seem as

o l d f a s h i o n e d as the Hearst Sunday Supplements of fifteen years ago."
( Esquire, October,

1936,

p.

102.)

Prompted b y a d e f e n s e o f Dos Passos in a Gingrich editorial,
the n e x t month Ra sc oe e l a b o r a t e d on t he d i f f i c u l t y for an unskilled
re a de r t h a t Dos P a s s o s pos ed:
But Dos has made r e a d i n g his work so difficult for the average
r e a d e r , t ha t i t would appea r t h a t he had made up his mind [that] he
had r a t h e r n o t be read by the general public.
I cannot understand
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this because Dos' sympathies are democratic and equalitarian. . . .
. . . It iss my fear that Dos Passos who, like Whitman, is the
champion of common humanity, will suffer, through his deliberate
obscurantism, the fate of Whitman and that, in time, the multitude
who do not read him will thereby negatively attest that they hold
him the equal of Whitman, whom also they do not read.
(Esquire,
November, 1936, p. 118.)
Even after forty years, reading Burton Rascoe's column still
offers entertainment as rhetoric in his no-holds-barred, crotchety,
shot-gun prose, and the sheer force of his personality.

His comments

are often scattered; they bounce from writers to literary trends to
friends to general gossip:
Dorothy Parker is the sort of woman who is always telling
people things for her own good.
(Esquire, January, 1934, p. 86.)
They [anti-proletarians] want all literature to have a Purpose,
a specific Purpose, which is like saying that every automobile
should have a crankshaft and nothing more.
(Esquire, April, 1934,
p. 133.)
I cannot stomach the sophomoric preciosity of Those Who Perish
by Edward Dahlberg, hailed by some of the communistic critics as
the Proust of the proletariat. Ask the next proletarian you encoun
ter what "Byzantine scrolls of hair" and "pathological extrovert"
mean. Those samples from the phrasing of this author of and for
the proletariat. Horsefeathers! (Esquire, November, 1934, p. 180.)
If any man has ever had a ballyhoo based on one book [Look Home
ward, Angel] that man is Thomas Wolfe.
(Esquire, March, 1935,
p. 176.)
This novel [Days of Wrath by Andre Malraux] is a muddle, mystical
nerveshaker which would be dismissed for the gooey tripe it is if it
were not fashionable now among many highbrows to poll-parrot the
patter of the neo-Marxian dialect.
(Esquire, August, 1936, p.180.)
It [The Grapes of Wrath] made me ashamed of my three meals a day and
my money in the bank.
(Esquire, July, 1939, p. 82.)
Besides this kind of literary chatter, Burton Rascoe used his
column to tell his readers that he had gone to Greenup, Kentucky to
visit "Jess" Stuart, that he had given his dinner jacket to Edna St.
vlincent Millav because the room at the Ritz Carlton was cold the
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night o f

t he Book o f the Month .,lub Awards, that John Steinbeck had beg

ged R a s co e to get him o ut o f the dinner meeting in honor of Thomas Mann
b e c a u s e Mann was r e a d i n g ,
co py b oo k s t u f f , "

in Steinbeck's words, such empty "drooling

and t hat Esquire deserved better recognition as a lit

e r a r y magazine than i t g o t from literary professors at Harvard:
E s q u i re i s a lot more important than the old North American
Review o r K n i c k e r b o c k e r Papers, if for no other reason that it is
a l i v e in our own w o r l d .
To the scholar in literature or social his
t o r y , ho we ver, it w i l l be. worth something only a century or so from
now, when he will go over it with a fine-tooth comb, studying Petty
c a r t o o n s , Nathan's theatre critiques, the sallies of Parke
Cummings. . . .

A sedate professor at the University Club, at Harvard or else
where, wouldn't be caught with Esquire under his arm. Modern Lan
guage Notes is his speed, with The American Scholar for the more
relaxed moments.
But Esquire of the past— that's scholarship!
(Esquire, June, 1939, p. 90.)
In all, Burton Rascoe's contribution to Esquire was obviously
l i m i t e d b y a lack of balance, but he did give verve, a verve that it
soon l o s t under the direction of the next Esquire book reviewer,
W i l l i a m Lyon Phelps.
Wi th all the s t e r e o t y p e d snobbism of academe— quoting French
maxims, The F a i r y Q ue en, Milton, Swift, Browning, Dickens— and with all
the r e s e r v e o f t he old Nort h American crowd, Phelps, considering Ging
ric h 's

i n v i t a t i o n t o E s q u i r e a compliment, still sneered "What am I in

these g a l l e y - p r o o f s ? "

Immediately announcing that he was religious

( E v a n g e l i c a l Church) and t h a t he was proud to be a Rotarian, his entry
marked a new d i r e c t i o n
ber , 1940,

p.

f o r "The Five-Minute Shelf."

93.)

Af e r f o r t y - t w o y e a r s o f
quit

in 1933.

(Esquire, Septem

teaching at Yale, William Lyon Phelps

Duri ng h i s l o n g career as a critic, educator, and writer

he w i o t e t w e l v e b o o k s on E n g l i s h , American, and Russian literatures
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plus books on teaching.

Besides a syndicated newspaper column, he

wrote the "As I Like It" section for Scribner's Magazine.

(Hergberg,

1962, p. 876.)14
For reasons apparently based on a limiting p r e j u d i c e , P h e l p s
simply found no American writer worthy of any praise.

Expressing a

nineteenth century Brahmin, view, he stated, "The g r e a t w r i t e r s o f Amer
ica had been brought up on the Bible and Greek and L a t i n C l a s s i c s . "
(Esquire, November, 1 94 0 , p. 1 8 6 . )
however.

He f a i l e d t o s u p p l y any names,

His admiration for some writers i n d i v e r s e :

Jesse Stuart,

Trees of Heaven; Thomas Mann, The Bel oved R e t u r n s ; J ac k Dempsey, Round
by Round; P. G. Wodehouse, Quick S e r v i c e ; and Booth T a r k i n g t o n , Wi ns ton
Churchill, and J. M. B a r r i e .
He compiled h i s "Queen's Row" o f t he b e s t e i g h t women
and their best works.

writers

The list, which d o e s n o t appear t o c o n t a i n any

surprises, includes eight novels— "truly d i s t i n g u i s h e d i n s t o r y ,
characterization, in the literary style."

They s u g g e s t e d , t o

in

the

Phelps,

"something universal":
1.

2.
3.
4.
5.
6.
7.
8.

The Good E a r t h , P e a r l Buck
Her Son's Wife, Dorothy Caufield
Death Comes t o the A r c h b i s h o p , W i l l a Cather
So Big, Edna Ferber
M iss Lulu Brett, Zona Gale
The Sheltered Life, Ellen Glasgow
The Little French Girl, Anne Sedgwick
The Age of Innocence, E d i t h Warton
( E s q u i r e , March, 1 9 4 1 , p . 9 0 . )

Like Burton Rascoe, P h e l p s r e s e r v e d no c r i t i c i s m s o f t h e b i g
names in American literature, Steinbeck and Hemingway b e i n g c a s e s i n
point.
Of Steinbeck:
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I am an individualist; a best seller to me is a commercial not
a literary event.
I am in a hopeless minority, but I found The
Grapes of Wrath dull and Of Mice and Men intolerably, sickishly sen
timental. This is not because of the obscenities, although I
thought they were superfluously nauseating. . . . To me Mr. Stein
beck is not good in characterization. His book should have been
called Mice and Other Animals, for there are no men in it, only ani
mals. And the best scene in The Grapes of Wrath is where the
turtle appears.
(Esquire, September, 1940, pp. 93, 170.)
Of Hemingway (with notions reminiscent of Gilbert Seldes):
Mr. Hemingway is more interested in the sensations that human
beings have in common with animals than in the thoughts that dis
tinguish them from animals. We do not expect spiritual quality in
his work and ai- not disappointed when we find none; but many ani
mal sensations and few intellectual qualities are a sign of imma
turity.
(Esquire, February, 1941, p. 176.)
Phelps found Hemingway's relish in describing cruelty a dis
gusting reading experience;
. . . in For Whom he gives a detailed description of how the Commu
nistic Party in Spain tortured a large number of citizens before
killing them; this description fills twenty-seven pages; and while
one does not have to assume that our author approves of it, it is
evident that he enjoys writing about it. Pleasures of the senses
are naturally described with equal attention to details.
There are also, as in Mr. Hemingway's other works, superfluous
obscenities which became tiresomely monotonous; . . . I am not
shocked: I am nauseated. There is a difference between shock and
nausea.
(Esquire, February, 1941, pp. 76, 135.)
Burton Rascoe and William Lyon Phelps were totally independent of edi
torial influence; even though their Esquire years were their evening
years, their reviews showed them to be stubborn iconoclasts— much like
the magazine itself.

Theater

By some estimates, American theater was at its lowest point
during the Depression, and Esquire's drama critics John V. A. Weaver
and George Jean Nathan justly criticized actors, producers, directors,
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and audiences.

From January, 1934 to January, 1935 Weaver wrote the

column "Stage Door Johnny, Esg."

Then Gilbert Seldes filled in sporad

ically as "Esquire1s Playboy, Pro-Tern” during the interim period
between Weaver's resignation and George Jean Nathan's arrival in Novem
ber, 1936.

Nathan, Esquire's most noted critic, (in "First Nights and

Passing Judgments") made many of his most significant critical contri
butions to the theater.
John V. A. Weaver, a poet of some recognition (six books of
verse) before he came to Esquire, was a Chicago newspaperman, editor,
and writer.

Encouraged by H. L. Mencken to write slang verse, he pub

lished In American in 1921, of which Mencken wrote:

"it opens the way

for a ballad literature in America, representative of true Americans
and in the American language."

(Weaver, 1939, p. x.)

15

After his

career was dimmed by the "eminent literati" (critics), he went to
Hollywood, where, according to Mencken, the "malignant imbecility of
the [movie] moguls wore him out."

(Weaver, 1939, p. x.)

Striking the middle-class, democratic tone of Esquire, a "Backstage" note on Weaver observed that he "did for poetry what Ring La'dner did for the short story, with his poems In American, written in the
American language, a tongue which poets, with their traditional devo
t i o n to the King's English, had not previously discovered."

January, 1934, p. 157.)

(Esquire,

In his introductory column, Weaver proposed "a

menu o f theatrical ’musts' for males" and optimistically wrote:
This autumn has set the White Way ablaze. The populace has
swigged deeply of NRA-juice, gorged itself on the new national
Bluebird, and apparently found the diet just what the doctor
ordered.
(Esquire, January, 1934, p. 131.)
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In h i s s econd installment he evinced the slangy style which he
m a in ta i ne d

in varying degrees throughout his Esquire tenure.

He made

these c r y p t i c s i g n s and comments:
Ah, W i l d e r n e s s ( ! ! 3 / 4 ) Eugene O'Neill's satisfactory caricature
o f p u p p y - l o v e and f a t h e r h o o d in the early 1900's.
As Thousands Cheer (!!1/2) Thrilling and heartbreaking study of
G e o rg i a w h i t e s .
Sensational and moving.
(Esquire, February, 1934,
p. 1 2 6 . )
Ot her s i g n s

included

Meyer L e v i n ’ s :

($?3/4) and (?%!); his ratings were reminiscent of

"Musts," "And Very Nice, Too," "We-ell—

Say You W e r e n ' t Wa rned ."
changed by the end o f
a burp."

and "Don't

His early optimism in the fall of 1933 had

the year,

however:

"The 1934 season opened with

(Esquire, November, 1934, p. 131.)
Basically, Weaver's column was characterized by loose generali

zations;

i n them he offered roses to Will Rogers, Cola Porter, Ethel

Merman, Bert Lahr, and Jimmy Savo (who was to him the greatest clown of
all

time).

Weaver also handed out buckets of blueberries.

He regis

t e r e d h i s embarrassment over Eugene O'Neill's "pompous, slovenly ser
mon" t h a t "smells from harangue" in Days Without End.

He claimed the

p l a y was a demonstration of "ponderous windiness, sophomoric evangelism,
and bogus e l o q u e n c e and unworthy of the master of emotional projection."
(Esquire, A p r il,

1 93 4,

He c r i t i c i z e d

p.

129.)

actors as well as playwrights.

Katherine Hepburn

i n The Lake was "amateurish and unconvincing; reminding me more of a
Gi bson than an Ibsen girl," but she is pretty, he added.

March, 1934, p.

(Esquire,

131.)

Campaigning a g a i n s t P u l i t z e r p r i z e s ,

a g a i n he saw h i m s e l f try

ing to e d u c a t e the f r e n z i e d masses to h i s v i e w that t h e award was s u p e r 
fluous and damaging:
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Drop the whole shebang of Pulitzer awards, for Literature, Poetry,
Theatre and all; turn the money, principal and income both over to
the Author's League Fund for peniless writers— of whom, rumor hath
it, there are several.
(Esquire, June, 1935, p. 100.)
He cited Archibald MacLeish as an example of what the award could do to
promising taLent; a consequence of the "poetry coronation for a pedes
trian epic called Conquistador, the chief value of which was that loud
arguments over the pronunciation of the title made for merriment in the
speakeasies," (Esquire, June, 1935, p. 172.) was that MacLeish wrote
Panic, a flop:

"The 'play' was a baffling series of evasive sophomor-

isms about our financial crisis and what might have caused it; we were
treated to a pink pill for pallid proletarians."

(Esquire, June, 1935,

p. 172.)
He left Esquire to make more money (an old Esquire theme), and
to write screen plays in Hollywood; in his typical slangy style, his
valedictory statement expressed his contempt for the theater and for
the Esquire audience:
Esky can now procure a drama jumper-on-er, and I can now attempt
to make a little more money. As I sidle toward the exit, I would
like to adress an intimate speech to you, the theatre-going public.
First, I want to confess that, in a way, I haven't played onehundred-percent fair with you kiddies. Except when some production
or actor therein has aggravated me beyond all bearing, I have, it's
to be feared, leaned somewhat backward, endeavoring to prop up the
moribund torso of The Stage, giving it a break whenever possible,
pointing out the precious drops of ointment rather than the swarm of
flies. Now, in closing, I'll utter my private, personal instead of
public opinion: judging from the offering of this season's first
half, the Theatre seems definitely and finally on the skids. . . .
. . . Why haven't I come right out and said so long ago?
We-ell— after all, you, dear, dear public, are not— fohgive m
friends, fohgive me— quite so discriminating; you don't expect or
demand so much.
Indeed, you are pathetically anxious to enjoy
yourself.
(Esquire, January, 1936, p. 105.)
He then goes on to tell them hox<? he geared down his judgments to the
unintelligent Esquire readership.
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Whether E s q u i r e r e a d e r s had a high or low theatre I.Q. was of

little c o n s e q u e n c e to George Jean Nathan.
lient e n t e r t a i n e r ,
of

and always a perceptive critic, Nathan was the best

Esqu i r e ' s c r i t i c a l

for many y e a r s ,

Always a lively and ebul

quintet.

Called the "dean of Broadway critics"

he was r ega rded with awe along Theater Row.

York T i me s , A p r i l 18,

1958,

p.

(The New

I . ) 16

I t is g e n e r a l l y a ck n o w l e d g e d — even by most of those badly stung by
Mr. N a t h a n ' s b a r b s — that no other American critic of the period had
so g r e a t l y r a i s e d the s t a n d a r d s o f play p r o d u c e r s or so deter
mi ne dl y e l e v a t e d t he t a s t e s of playgoers.
(The New York Times,
A p r i l 18, 1958, p. 1 . )
Over his long career, he wrote more than thirty books and gave
r e g u l a r drama reports in newspapers and magazines, including American
M e r c u r y , Esquire, Vanity Fair, American Spectator, The Saturday Review
o f L i t e r a t u r e , Scribner's, Newsweek, Theatre Arts and Liberty.

From

1914 t o 1923 he co-edited (with H. L. Mencken) the Smart Set; in 1924,
he a i d e d Mencken in establishing and editing the American Mercury.
( Har t,

1 96 5 , pp. 28, 775.)^

By 1925 he had become the most widely

re ad and t h e h i g h e s t paid drama critic in the world, and "it is gen

erally c o nc e de d t ha t no o t h e r American critic has so greatly influenced
public t a s t e o r p l a y e d a more important part in raising the standards
of the American t h e a t e r during a third of a century."
p.

420.)

c

Much o f

this

(Rothe, 1946,

influence was evident in his Esquire column,

and many o f h i s Esq u i r e f e a t u r e s were collected and published in The
Theatre o f t h e Moment (1936) and Encyclopedia of the Theatre (1940).
N a t h a n ' s coming to E s q u i r e came about in an unusual fashion.
He wrote s e v e r a l anonymous " l e t t e r s "

to " The Sound and the F u r y , "

(under t he name S. C h o i r b o y ) criticizing current plays; later he
changed to a no t he r pseudonym, Van Wyck Potter,

His identity was still
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unknown,

even t o G i . n g r i : i ,

but Gingrich continued to publish h i s let

ters b e c a u s e t hey we a s uch accurate observations.
"Revue of R e v u e s , " f r o n March,
P o t t e r pseudonym,

Writing the column,

1936 to July, 1936 under the Van Wyck

he continued as Esquire's anonymous drama critic.

During t h i s p e r i o d when I d s identity was unknown, he used the column to
lampoon many o f t h o s e "authorities" who reviewed plays for newspapers
and ma gaz ines .

For example, he called for the "booby wagon" whenever

Rob ert Garland o f the World-Telegram reviewed a play; "for sheer outa n d- o u t d r o o l " he advised the readers to read Ruth Woodbury Sedgwick of
S t age (he caiied her Rutbie); John Mason Brown, the New York Post drama
critic,

i s "a mere pink-cheeked, wide-eyed, curly-headed kid" full of

" c r i t i c a l guff"; his comment on a Joseph Wood Krutch review was
" Me t hi n ks ,

Jo-Jo, you have been eating too much sponge cake," and J.

Brooks Atkinson he dismissed as "a cluck."
he even reviewed h i s reviews:
cold c r i t i c a l ,

Playing the game straight,

"This Nathan has a lot of good, hard,

sense, but he occasionally goes haywire. . . . Nathan

has p u nc tu r ed more theatrical hoke in his time than a whole carload of
o t n e r critics.”

(Esquire, March, 1936, p. 186.)

To Esquire's future

book r e v i e w e r , William Lyon Phelps who then wrote for the HeraldTribune,

he a p p l i e d this barb:

c r i t i c a l burlesque.

an old s a i l o r sea
criticism ,
■ jui ce ."

"Phelps is the summa cum in unconscious

He i s the one critic in America who can make even
r i c k w i t h his rolling waves of bosh," for his absurd

" t h e P r o f e s s o r deserves two gold cups.

( Esq u i r e , March,

Both full of prune

1936, p. 186.)

The u nd i m i n i s h e d g u s t o whi ch c h a r a c t e r i z e d t h e s e p r e l i m i n a r y

foravs e s t a b l i s h e d w e l l the t o n e t h a t " F i r s t N i g h t s and P a s s i n g
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Judgments" maintained through the rest of Nathan’s stay with Esquire.
His subjects were as broad as theater itself; his column i<?as mostly
salad notes, much like Burton Sascoe's book reviews and Meyer Levin’s
movie reviews

Here, for instance, is an example of George Jean Nathan

in Esquire:
Gypsy Rose Lee is a bore; the spectacle of Miss Lee only gradu
ally taking her clothes off is simply an excursion of coals to New
castle, There's no kick in it; It’s t o o large,
(Esquire, &ecember, 1936, p. 121.)
He suggests she come on stage nude and have her act center on dressing
herself.
Telling his audience that the role of Hamlet has historically
been over-intellectualized, he asserted that John Gielgud’s Hamlet was
a perfect example of a "drawing-room version of the play.”

In typical

Nathanian manner he deflated the over-rated role:
The pure intellectual content of the Ramiec role is actually about
two per cent per volume; there is little in it, for all its mighty
eloquence and overwhelming beauty, that is much above the philo
sophical and ideologies’ endowment and comprehension of a Swedenborgian or a literate bartender. . . .
. . . A histrionically proficient bonehead, given a good direc
tor, can play it every hit as well as an actor with an intelligence
above the cabotin rank and file.
(Esquire, January, 1937, p. 103.)
Nathan want to Hollywood to see first hand whether movies were
indeed threatening the theatre; he concluded that there was no threat
because of Hollywood's phony concept of life and he dismissed Hollywood
thusly:
Hollwood impresses me as ten million dollars worth of intri
cate and highly ingenious machinery functioning elaborately to put
skin on baloney. . , .
. . .Hollwood, as far as art goes, is like having an exciting
affair with a very rich and very ambitious eunuch- . . .
. .
The mental and spiritual poverty of the raer. and women is
appalling.
(Esquire, November, 1937, p. 106.)
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To Nathan it was simply impossible to review a bad play because
it was impossible to concentrate on "junk."
his view, was junk.
through his mind:

Tell Me Pretty Maiden, in

While watching the play these random thoughts went
somebody had left the lobby door open and he had a

draft: on his neck; "The title Fuhrer, bequeathed by the German people
to Hitler, Is almost identical in sound to the German designation of the
men's toilet"; he remembers that as a boy he knew a Swedish kitchen maid
that looked like Garbo; "Why didn't the literary critics refer to Ger
trude Stein’s personal tale as The Autobiography of Alice B. Tochus"; "I
wish I had a big glass of nice, cold beer"; "Artists welcome criticism;
actors resent it"; "The majority of London's polite comedians own silk
hats minus rabbits"; "They will probably lose at least forty thousand
dollars on this show. . . . Numskulls"; "If the editor of Esquire
thinks I an going to describe any such claptrap as this Tell Me Pretty
Maiden in detail and maybe go on and tell about the actors in it, he is
crazy."

(Esquire, April, 1938, pp. 80, 130.)
The reasons for poor plays, according to Nathan, are manifold:

playwrights contrive plays with controversial themes to satisfy critics,
but in the process they destroy art; playwrights contrive new forms,
.like O ’Neill, but strain credibility; the war has made for propaganda
and not entertainment in theater; and the high standards in drama cri
ticism discourages playwrights.

(Esquire, October, 1939, p. 84.)

Although a salad note style was his usual form, he occasionally
•sustained one thought throughout his column.
Walt Disney's "Fantasia":

One such column concerned
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As everybody knows by this time, what Disney has done in his
film is to visualize the music of various celebrated composers
[Bach, Beethoven, Schubert, and others]. In other words, to indi
cate on the screen the pictures which, he believes, the music
evokes in the imagination. Aside from the fact that this, of
course, is much like someone giving a lecture on sacred and profane
love to a roomful of men and passing around as persuasive testimo
nials to both photographs of his best girl, whom the men wouldn't
take on, even on a bet, this Fantasia is a boomerang all round. . .
. . .Disney, even were he a hundred times more imaginative than
he is, could no more indicate the thoughts and images which music
animates in you or me than either of us could indicate the personal,
private and internal reactions of Disney himself to Caravaggio's
Deposition, the comely colored girl he saw on Wilshire Boulevard
last Tuesday, or lobster a la neuburg.
(Esquire, March, 1941, p.
82 .)

All this is "sheer impudence and worthy of Hollywood."
The aggregate impression of Esquire's critical reviews and
essays is that they evinced a temperament characterized by a lively self
sufficiency.

Esquire provided a liberal arena for all the writers' dif

ferent sensibilities and sensitivities.

Like the magazine itself, the

reviews as a whole were an attitude and a tone more than they were expli
cit statements about life, art, culture, or humanity; this attitude was
one of intelligence but not intellectuality.
Gilbert Seldes evoked an image of a fearless, masculine, sophis
ticated anti-intellectual snob who took art seriously although he occa
sionally protested that art must be masculine.

Sigmund Spaeth and

Carleton Smith emphasized music as the universal language, the demo
cratic ideal.

Like George Jean Nathan these men were eminently quali

fied academically, but they usually eschewed intellectualism.

Burton

Rascoe similarly demonstrated a wide professional background and held
forth his own personal set of aesthetics.

Rarely disinterested, his

lively reviews disdained genteel and traditional ideals and notions
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about writing.

Meyer L e v i n ,

the gadfly of the Esquire reviewers, dis

missed out of hand the tripe that Hollywood produced.

Constantly

telling his a u d i e n c e that t he f i l m was a medium of artistic possibili
ties, he c o n t i n u a l l y had t o a p o l o g i z e for not being able to recommend
an artistic film— s i n c e there were so few.
pose was l e s s i n t e n t than L e v i n ’ s .
and he did.

George Jean Nathan's pur

Nathan wanted to have a good time—
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CHAPTER VII
SPORTS, POETRY, PERSONALITIES, SATIRE,
AND SEMI-FICTION
From Humanity's Toy Department to the
All Night Coffee Shop
On t he l e f t s i d e o f Esquire's table of contents, a literary mix
o f s p o r t s , poems, biographical sketches, comic articles, and pieces of
s e m i - f i c t i o n were l i s t e d .

b e c a u s e Gingrich wanted to give the readers

a "man's" portion of reading matter, he created the effect by entering
p i e c e s under Semi-fiction, Satire, and Personalities col mans, catego
r i e s no t usually listed together in the tables of contents of other
m a ga zi n es .

Although many of the pieces in the left column of Esquire

l a c k e d c o n t i n u i t y or conformity in genre and did not measure up to the
articles,

the r e v i e w s ,

and the fiction in substance, there were occa

s i o n a l p i e c e s h e r e t h a t ranked with some of the best writing in American
periodical

literature.

Sports

Because t h e features in Esquire's Sports section, like those in
sports

features

i n other general magazines or even those magazines

which e x c l u s i v e l y a re devoted t o sports stories, were of a narrow and
u s u a l l y t emporal

interest,

a n a l y s i s in this s t u d y .

they will not be considered for detailed

As a main feature, sports writing held a regu

lar but minor p l a c e in the Esqux“e text.
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Being p l a c e d l a s t in the tabl
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of contents suggested that the sports articles w er e s u b o r d i n a t e t o t he
articles, fiction, reviews, and other features.

Herb Graffis, the

untitled sport's editor of Esquire, directed sports writers to Esquire
and thus had first-hand knowledge of the magazine's sports contents,
and Graffis personally knew Arnold Gingrich and David Smart.

In his

letter to me, he acknowledged Smart's mercurial temperament, shrewd
business sense, and love of art— all those qualities of the publisher
described in Chapter II.

The following excerpts from Graffis' letter

illustrate what Gingrich and Smart's attitude towards sports Wv re in
spontaneous and disordered recollections:
Gingrich never was much for sports except for fishing and . . .
hunting but not to the big game far-away gunmanship of his friend
Hemingway. Gingrich was a scholarly, lazy fisherman of the Isaac
Walton type. Championship fights he seemed to regard as a specta
cle of the spectators rather than a fist slinging contest that
meant anything except a couple of ways for a couple of Dock Number
Three guvs making more money easier than by labor as stevedors.
G.ngrich didn't take much interest even in a heavyweight cham
pionship fight, looking at the affair as Arthur Brisbane (the
Hearst editor) did: "So what, a gorilla could lick them both." He
could take baseball or leave it alone. College football interested
him as it was a show window for men's wear and a good merry co
educational mob scene. Dave Smart didn't care much for sports
either. He attended the big events because as the prominent pub
lisher of The Magazine for Men he was expected to be present. . . .
. . . We [Gingrich and Graffis] discussed sports and sports
writing. Gingrich had somewhat the same attitude toward sports hys
teria that some older newspaper friends had; they considered the
sports section as the Toy Department of the paper. But i.t sold
papers to the same sort of crowds to whom the Roman emperors gave
circuses and bread. Dave had more feeling for art and culture and
the fancy business but he knew Esquire had to be fairly strong in
sports. . . .
. . . Sports were fun when Gingrich was taking off into the
wild blue yonder of editing flights. He favored the pieces that
treated sports as l "'mic relief from worldly care. . . .
. .
Gingrich seemed to have an accurate editorial reaction to
sports although he wasn't sharply interested in humanity’s Toy
Department.
He gave a good play to the scholarly John Tunis, who I
believe, was the tennis expert of the New York Times before Alison
Dan z 1
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. . . The c o l o r angle in sports never meant a tning to Gingrich.
He si mpl y was f a i r .
Arnold didn't see any sin in being realistic.
When Branch Ri ck ey brought Jackie Robinson into major league base
b a l l R ob i ns o n was cheap and good, and Branch was tight and smart.
G i n g r i c h didn't s e e any reason for being gassily racist about the
d e a l and h a v i n g Dark Town Strutters Balls dedicating stained-glass
windows to R i c k e y .
Gingrich was an editor to sell papers in all
seasons.
(Letter. Herb Graff is to CAB, August 27, 1974.
Herb G r a f f i s ,

o n e - t i m e e d i t o r o f G o l f magazine, edited

" E s q u i r e ' s " F i r s t S p o r t ' s Reader, which included forty-eight sports fea
tures

from 1934 t o 1944;

breadth,

soph istication ,

t h e s e articles g i v e an idea of the depth,

and authority of the Esquire sports coverage:

" Are W r e s t l e r s P e o p l e ? " Westbrook Pegler; "Hockey Flashbacks," Howie
Morenz; "Luck Goes to Bat," Ford Frick; "DiMaggio, The Man," Will Con
nolly;

" L e a r n i n g Good Golf by Sense," Ben Hogan; "The Time of Ruby

R o b e r t , " Edgar Lee Masters; "Parallel Skiing vs. Stem," Otto Lang;
" H o r s e Champions o f t h i s Century," Robert S. Dowst; "Here They Come,"
Sherwood Anderson; "Ten Million Keglers Can't be Wrong," Paul W. Kear
ney;

"One Second to Make Up Your Mind," George Halas; and "How to Case

a T r o u t S t r e a m , " Paul Zimmerman.
G raffis'

Some sports features not included in

book but which i n d i c a t e d the broad coverage that Esquire gave

the s p o r t s cultists d u r i n g the 1930's were "Overture:
Gene Tunnev;

Poet or Pug,"

"The Art o f Putting," Bobby Jones; "Beer's Best Critic,"

as t o l d t o Paul J ones by J ac k Dempsey; "Mud-Hens and Loons," Eric
Devine;

" P o l o Goes D e m o c r a t i c , " Robert Ordway Foote; "Falconry—

American S t y l e , "
T r a v i s Hoke;

Henry Morton R o b i n s o n ;

"Billiards on the Ground,"

"Greyhound Placing," W. R. Burnett; "The Humble .22," Capt.

Edward C. Crossmann; and " F a c t s a bo ut Grizzlies," J ac k Tooker.
In the book he e d i t e d ,

G raffis

included two articles by Ernest

Hemingway, "On the Blue Wat er" and "Remembering S h o o t i n g — F l y i n g . "
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Lhese two articles were only two of the fourteen sporting "Letters"

that Hemingway f i r s t a g r e e d t o do f o r Es q u i r e on h i s i n i t i a l c o n t a c t
?
with Gingrich.“

Hemingway's f i r s t article i n E s q u i r e (Autumn, 1933)

was "Marlin Off the Morro; A Cuban L e t t e r "

in w h ic h he w r o t e o f m a r li n

fishing with advice and commentary on b a i t , b e e r ,
niques necessary for the s p o r t .

p r o v i s i o n s and t e c h 

Besides th is a r t i c l e ,

Hemingway w rot e

on the same subject and territory ( t h e s e l e t t e r s were accompani ed by
numerous photographs of Hemingway, h i s f r i e n d s ,

his boat,

and h i s f i s h ) :

Out in the Stream," " G e n i o A f t e r J o s i e , " "On Bei ng Shot A g a i n , " "The
President Vanquishes," " S a i l f i s h O f f Mombasa," " The S i g h t s o f Whitehead
Street," and " T h e r e She B r e a c h e s ! "
deep sea f i s h i n g ,

B e s i d e s r e l a t i n g the m e ch a ni cs o f

t h e s e l e t t e r s c o n t a i n e d many p r i v a t e j o k e s ,

and personal s t a t e m e n t s on s p o r t s e t h i c s .
frequently e x h i b i t e d r a n c o r , b r a v a d o ,
sion.

asides,

The t o n e o f t h e s e l e t t e r s

derision,

For example, in h i s Tanganyi ka L e t t e r s

and on o c c a s i o n d e p r e s 

(A p ril - July,

1 9 3 4 ) , he

made a vulgar r e f e r e n c e t o Ge rt ru d e S t e i n and b i t t e r l y denounc ed t he
"murder" of l i o n s on the S e r e n g e t t i p l a i n by t h o s e who s h o t them from
bars.

In t he "Million D o l l a r F i g h t " Hemingway d e f i n e d , as he d i d in

the previous l e t t e r s , h i s s p o r t and p e r s o n a l e t h i c s :
The Louis-Baer fig.,c was the most d i s g u s t i n g p u b l i c s p e c t a c l e ,
outis Lie of a hanging, that your c o r r e s p o n d e n t has e v e r w i t n e s s e d .
What made it disgusting
< fi.ar.
Now there is no feeling of superiority implied or involved in
this criticism. The one wh< is writing tills has been frightened
many times and known plenty of fear of the kind that makes your
legs difficult to move and make' your voice so you do not recognize
it when you hear it. He is familiar with the deadly fear that you
get in the ledge, climbing; the hollow, gone-in-the-stomach fear
before a bombardment; the dry, sudden dread of eternity that can
come in a flash like the slamming of a furnace door and leaves you
hollow for a month until the dried springs of your courage seep
back. No, your correspondent has beer, frightened many times, and,
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with luck, will be frightened many more. Fear is the greatest
catharsis that there is; the difficulty is in controlling the dose
and having proper plumbing fixtures. But fear, no matter how good
it may be for you, is a hell of a public spectacle.
Baer's fear of Louis was the spectacle, of course.
Some of Hemingway's sports "letters" perhaps would have been
rejected by sports magazine editors because of their dubious literary
worth; but because of the Hemingway-Gingrich relationship, Hemingway
was given license to write whatever he xaished, limited only by his own
standards.

Some of these letters contained his opinions cf literature

and literary figures and are covered in other chapters of thi.s work.
Last, Hemingway's sporting letters were always lead articles and thus
not considered "Sports" in the. usual sense that the other Esoulie
Sports features were.
Joseph Wood Krutch once said somewhere that most journalists
know that all but a few sentences which they write are forgotten.

If

this were true of the journalism of the better writers of Esquire, it
is also true of Esquire's "Sports" writers.

But, as Graffis graphical

ly pointed out, Gingrich saw sports as humanity’s Toy Department; in
order to "sell" the serious side of Esquire, Gingrich tried to make the
best of the situation.

The Esquire man was complete:

adventurer,

intellectual, philosopher, critic, wit, lover, man of arts and letters,
and sportsman.

Poetry

Three observations on Esquire's "Poetry":

one, there was not

much of it; two, what there was was usually written by a "name" poet;
and three, the themes end styles of the poems were varied.
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Es qui re ne ver p u b l i s h e d more than two poems pe r issue, and fre
q u e n t l y t he re were no poems at a l l .

Asked why the genre of poetry was

a low p r i o r i t y f o r Esquire, Meyer Levin, the associate editor, said
t h at Davia Smart perhaps
•AB, O c t o b e r 10,
sissy

1 9 7 2. )

literature

felt i t was "effeminate,"
If

(Letter.

indeed the publisher thought poetry was

for a man's magazine, he paid for it accordingly— one

d o l l a r per line o r an average of thirty dollars per poem.
cult

Levin to

t o c a t e g o r i z e Esquire p o e t r y as l y r i c ,

It is diffi

narrative, or any other

p o e t i c form; some o f the poems exemplified the concise imagery and con-

cr 2 t e language of the best twentieth century versa, while some of the
w o r s t b o r d e r e d on doggerel.
Perhaps i t was the name of the poet that dictated the place of

the poem more than the merit of the verse.

The Esquire poe.ts of Depres

s i o n America included John Gould Fletcher, Edgar Lee Masters, Alfred
Kraymborg,

e.a.

cummings, Conrad Aiken, William Rose Benet, Ogden Nash,

Longs ton Hughes, Maxwell Bodenheim, and Federico Garcia Lorca among
o ’ hers.

Theodore Dreiser and Peter De Vries, not usually known for

t ie ir poetry,

a l s o c o n t r i b u t e d verse to the magazine.

The o n l y g e n e r a l i z a t i o n that seems to hold for this section is
;hat

i t was i n c o n s i s t e n t
Esqui r e ' s f i r s t

in quality and quantity.
poet,

Joseph Auslander, wrote "Exit at the

Morgue" and "The Show-Up" f o r the magazine's first two issues.

In dog

g e r e l rime and w i t h n a t u r a l i s t i c detail, Auslander ' s subject was New
York g a n g s t e r i s m .

The t o n e and s t y l e o f the first poem are evident in

these lin e s :
Down at t h e Morgue
The unwanted dead,
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Named and nameless,
Are put to bed:
Laid out neat
And stretched out nice,
Cooking their feet
On a cake of ice.
(Esquire, August, 1933,
p . 43.)

In "The Show-lJp" Auslander continues his didactic poetry.

He makes a

ebmparj> 'n of now Jesus "fished" for men and how gangsters are "fished"
out of New York harbors with dragnets.

The week's catch included

Johnny the Wop and Pete the Greek
(Try and make the bastards squeak)
Polak Lomski, Irish O'Neal
(Try and make these bastards squeal)
Gunman, con man, jailbird, thief,
Stooge and Shyster, big shot chief,
When the city at its leisure
Turns to pimping, turns to pleasure,
Turns from timeclocks, turns from chores
To the lights and crowds and whores
With night pounding at the doors.
(Esquire, January,
1934, p. 77.)
Although the language tries to make the poem "tough," it is undercut by
the variation on a children's rime.
John Gould Fletcher's two Esquire poems were pantheistic.

In

"Forever Upon the Prairie" he portrayed the land in images of a woman
to whom men come after being troubled by civilization:

"And the sweet

curves of her / Body brought peace from too much debate."

(Esquire,

March, 1934, p. 19.)

He pursued a similar theme in "Requiem for a Twen

tieth Century Outlaw"

(April,

1935)

in

which

a man

s t e r i s m because of his corruption by city life.

was

driven

to

gang

Although Gingrich rec

ognized Fletcher as one of the originators of Imagism, along with Amy
Lowell, these two poems lack the stark and bare images that are charac
teristic of his earlv work.
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Alfred Kreymborg, another of the early Imagist poets, published
three poems in the magazine,

"La Belle France" (November, 1934) and "A

Viennese Idyll" (July, 1935) were light in tone, one a consideration of
thrifty Frenchmen, and the other an endorsement of the good life lubri
cated with beer.

His most interesting poem was "The Latest Cliches"

(December, 1934), a series of ten quatrains in which the headnote said,
"An epigrammatic knife dissects types of minds."

The following were

examples:
Mr. Eliot
Some of us trace the road to yesterday
When life was worth the living, so we say,
Adoring classic fanes were Christ rose,
And where the new Catholicism snows.
Eddie Guest
Some of us claim we love life as it is
And do not blame the world for what we miss.
When bally hoo and Pollyanna kissed.
They impregnated one more optimist.
Shades of Donne
Some of us, while we're idolizing Death
Refuse to die before our noble breath
Has chiselled fame in that mortal line
Where "bone" and "stone" create the final rhyme.
(Esquire, December, 1934, p. 27.)
In these four poems he criticizes T. S. Eliot for creating a Tradition
where no tradition existed, Edgar Guest for vacuous best-of-all-possibleworld's poetic drivel, and those who would model their epitaphs after
Shakespeare or Donne just to be fashionable.

These short poems are as

understandable now as they were then, and their statements still stand
as reasonable comments upon known literary figures.
Another modern poet, e,e. cummings, caused some readers to won
der according to letters to the editor, what modern poetry was.

His

"Five Poems" (May, 1935) were labeled as "cryptic" by Gingrich, surely
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tongue in cheek, and "guaranteed to be worth whatever time it may
take . . .

to puzzle them out. . . . "

Perhaps publishing these poems

was one way that Gingrich could get back at his picture-looking readership and yet do his part to support an artist, for the poems are as
abstruse now as they were then.

Here is one of the five poems:

sh estiffl
ystrut sal
lif san
db Lit S t h
epoutin(gWh. ono.w
s li psh ergo
wnd ow n,
r
Eve
aling 2 a
— sprout eyelands) sin
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— Out-&
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nakedly hurl asquirm the
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(yoursmine mineyours yoursmine
i

!()t)

(Esquire, May, 1935, p. 39.)

This poetic striptease of a woman disrobing was certainly evocative
verse, appropriately enough for Esquire, if the readers would have

bothered to unravel the typography; but this, according to the letters
to Gingrich, they did not do.
Conrad Aiken's poems, "Prelude" and "Prospect" (June, 1935) and
"Frost and N’ye," "Sterretts," and "Curtain" (December, 1935) all brought
an existential point of view to the futility of life's struggles.

In

"Curtain" he used the stage as his metaphor but saved it from being
clicked by having the janitor— the stage sweeper— perform the last act:
And having swept, turns out the lights,
And knocks his pipe, and leaves the curtain
Hung high and daring for other nights,
And other vain things just as certain.
(Esquire, Decem
ber, 1935, p. 62.)
In contrast to the bleak modernity of Aiken was Langston Hughes'
poem "Let America Be America Again."

Donald C. Dickinson, editor of A

Bio-bibliography of Langston Hughes, called the poem the finest in the
collection, A New Song, in which it appeared.

The poem points out the

difference between the equalitarian promise America holds for some and
the repression it demonstrates for blacks.

Although he notes the injus

tice, he is still optimistic as the poem strikes one of his common
themes, "that the strength and hope of democracy resides in the common
man."

(Dickinson, 1967, p. 65.)

3

He points to the fact that suffering

is shared bv many:
I am the poor white, fooled and pushed apart,
I am the Negroe bearing slavery's scars
I am the redman driven from the land,
I am the immigrant clutching the hope I seek—
And finding only the same old stupid plan
Of dog eat dog, of mighty crush the weak.
But he has hope.
For I'm the one who left dark Ireland's ^aore,
And Poland’s plain, and England's grassy lea,
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And torn from black Afrlc's strand I came
To build a "homeland of the free."
The free
Who said the free?

(Enquire, July, 1936, p. 92.)

Hughes’ other poem in Esquire also had a specific social theme:
war.

The "Backstage" note stated that Hughes had sent "Air Raid:

anti
Bar

celona" to the magazine after "his return from a six months' stay on the
[Loyalist Front in Spain."

The striking images of the poem illustrate

hew technology is used for the destruction of men.
The search lights make wounds
On the night's dark face
The death birds wheel East
To their lairs again
Leaving iron eggs
In the streets of Spain.
(Esquire, October, 1938,
p. 40.)
Other poems of a dark mood in the "entertainment" magazine of
the decade included poems by William Rose Benet, Peter De Vries, and
Federico Garcia Lorca.
William Rose Benet's "The Queen People" is an indictment of the
superficial lives of those moneyed and materialistic people who appar
ently would seem to be fulfilled but actually had grim existences; the
poem would seem, in fact, an indictment of those very objects and life
styles which Esquire appeared to promulgate through its advertising,
advice columns on recreation, and so forth:
People are going to lectures, people are talking of plays.
Some are in organizations like the Knickerbocker Grays
Or Squadron A — vivacious young women herd in the Junior League,
And in various clubs sit staring at men who are murdered with
fatigue.
Women are grimly playing contract, prattling in little bars;
Thousands of people are driving around in bright high-powered cars,
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And at: luncheons they are discussing books with catchword and with
w it t tcism,
Or taking up the latest crooks, or toying with art criticism.
They are teaching little doggies tricks or indulging in dinne.rs and
dan tng,
Getting all balled up on politics, or yearning romancing;
They are reassorting husbands and wives, and constantly talking
money,
And meanwhile discovering in their lives little that's really funny.
(Esquire, August, 1935, p. 32.)
ijenet's view of the contemporary mess is reminiscent of W. H. Auden's
"Cultural Presupposition," T. S. Eliot's "f.nve Song of 1. Alfred Prufrock," and Kenneth Fearing's "American Rhapsody" in that the poem
evokes images of monotony, vacuity of mind and spirit, mental collapse,
impatience and restlessness with "modern" routine, illicit sex, and the
melancholy of it all.
Peter De Vries's poem "Rhapsody for a Girl on a Bar Stool"
examines the life of one of the "high class" cocktail clubs and finds
it despairing.

(Here again the cocktail setting was the subject of

many Esquire, cartoons, complete with vacuous blondes and leering men.)
In the poem, De Vries' condemnation was sharp:
I have the scene enameled on my brain:
You perched on a bar stool like a frog on a rock
Your hat on your head like you on a bar stool;
This being one of the swankier joints looks like something confused
between a hotel lobby and an aquarium.
And life is a wilderness of chromium.
What do vou think I think of this, the barren glitter, the yellow
and the blue,
The silver plaques of slit-eved girls in chic repose
The Vasses with the yellow rose,
That blonde who waits beside the potted palm
Attenuates the afternoon in sips
Writes with a key upon the tablecloth
And every twenty minutes touches up her lips.
And that one there who smokes a lot and calls for rum
And talks a lot and punctuates her sentences with gum.
What do chev think of this, and all the thousand rigid scenes?
Why, they think life's quite simple after all—
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Best lived when taken lightly, like a word upon the lips.
Know how to pronounce it if you don't know what it means.
(Esquire, November, 1937, p. 48.)
His questions are rhetorical.

Life in the "wilderness of chromium" is

degenerate and festering, sick.
Another poem, "Dark Night of the Soul'' by Federico Garcia Lorca
(translated by Lloyd Malian) reflects the poet's attempt to understand
his own death.

(The headnote said it was "Lorca's Last Poem" and

accompanied a semi-fiction article on Lorca's last day, the day he was
executed by the Spanish Civil Guard.)
Down in my groins, like love, lives death:
vainly 1 wait him to end my poem—
a flower withers and is done,
while I alone may live without me,
yet I strain with desire to go as one.
The wind lives forever. The inert stone
never knows this shadow nor seeks its escape.
And the heart's warm center
does not need the frozen honey
that drips slowly from the moon.
But I will endure him— look! claw at my veins,
tiger and dove on your hoary belt
cast a pattern of wounds and white lilies.
Still, my madness is only words:
then let me live in my quiet night
of the soul eternally dark.
(Esquire, December, 1940,
p. 68.)
Here a Spanish revolutionary contemplates his death by a murderous
"government."
Poems by men not known nationally in the literary world, now or
then, also appeared in the magazine occasionally, showing that some of
its poetry (especially that revealing a tragic sense of life) collided
with the values that its advertising put forth.

Walker Winslow’s "All
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Night Coffee Shop" and M. Walthall Jackson's "A Miracle in Arkansas,
1936," both speak of incongruities, absurdities, uncertainties, and the
general Depression malaise.
Walker Winslow's portraits of an all-night Depression coffee
shop with its gallery of distraught communicants included these figures:
"Busboy"
You dirty the dishes
and he takes them away.
Tonight he'll haul out
the butt-laden coffee cups
of three novelists
and an embezzler
but it's the hustler in green
that'll give him remembering. . .
maybe she’ll come back tomorrow night. . .
"Guy with the Raveled Cuffs"
His feet could tell you
where his nickel came from
and his pride tell you how he got it.
There's more in his cup
than any bean was cracked for
or ever spilled from a spout.
The porcelain his eyes stare into
holds all the food and lodging
he’ll get on this night.
"Cop"
The same old streets
and the windows always the same. ..
my dogs growling
and every guy that passes
an inspector likely...
my life cheating...
and a cut in pay last week...
god damn it!
Look at the panhandler
I'll teach him to go begging on my beat!
(Esquire, November, 1935, p. 94.)

243
In a poem with similar subjects, M. Walthall Jackson does not
despair of the Depression because a dew, his metaphor for rebirth, has
fallen in Arkansas.

The garbage man treats his mule kindlier; the fill

ing station boy recognizes the waitress across the street; the horse
and the tramp feel a renewed spirit; the news boy will not "sling his
twisted pellets of news" against porches; and,
An alabaster girl wakes up, alone
Between neat linen sheets,
And, stretching honey-muscles,
Wonders why she denied her lover yesterday.
August, 1937, p. 64.)

(Esquire,

Esquire1s poetry, in all, seemed to have been added as a sophis
ticated literary touch to the magazine for men.

More often than not:

however, it was the kind of poetry that might not have been expected in
a general magazine.

The themes were rarely optimistic., frequently cri

tical of suffering caused by war and the economic depression or preoccu
pied with the existential absurdity of life.

The poems were usually

vivid in images and linguistically satisfactory.

It was not the kind

of romantic verse that appeared in The Saturday Evening Post, The
Reader's Digest, or Ladies’ Home Journal, which usually offered advice
on marriage, motherhood, and meringue.

Personalities

Esquire's "Personalities" were as diverse in subject and style
as were its poetry and fiction.

It is difficult to surmise what account

ed for the popularity of this particular classification in Esquire,
unless there was more than a usual interest in the lives of men who had
secured a noted place in history at a time when security was a quality
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of life enjoyed by few people in this country.

As was the case with

Esquire's fiction and poetry, there was no fundamental distinction
between "personality" pieces and those labelled "Fiction" or "Articles,"
other than the fact that "Personalities" always dealt with some his
toric or present day personality.

Just as easily, they could have been

labelled sketches, portraits, mini-biographies, or character drawings.
What distinguished the Esquire "Personalities" was the nature of its
subjects:

artists, politicians, lawmen, entertainers, and many unusual

personalities who were usually informed upon rather than idealized in
the "deeds-and-achievements" school of the famous and humble Americans
or the "most-unforgettable-character" schmaltz of The Reader's Digest.
With usually two personalities per issue, Esquire seemed to
cover the broad range of male personalities of Depression America.
This list is indicative of the spectrum:

Norman Douglas, Italo Balbo,

Oscar Levant, Jackie Osterman, Nicholas Kenny, Joseph P. Kennedy, Fritz
Kreisler, Alexander K. McClung, Jose Iturbi, David Sarnoff, John Pierpont Morgan, Bert Rogers, King Zog, Leopold Stokowski, John J. Broder
ick, Mike Jacobs, Joseph L. Breen, Fiorello La Guardia, John L. Lewis,
James Petrillo, Paul Muni, Marshall Blucher

Chester Dale, Bert Acosta,

Eugene Higgens, Howard Baer, Upton Sinclair, Esteban Clemente, Charlie
Chaplin, Wilson Mizner, Florenz Ziegfeld, Luigi Pirandello, Homer S.
Cummings, Diego Rivera, Mark Twain, Fritz Thyssen, Huey Long, Sigmund
Freud, Havelock Ellis, Dale Carnegie, and Thomas Dewey among a myriad
of other personalities, which included sketches of Esquire regulars
Frank Black, George Jean Nathan, and George Hurrell.
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Of Che. "Personality" pieces written about and by writers, those
by John Dos Passes were most notable.

"Man With a Watch in his Hand"

on Frederick Winslow Taylor, "The Bitter Drink" on Thorstein Veblert,
"Personal Appearance" on Rudolph Valentino all were later incorporated
into The Big Money.

In "Grosz Comes to America" (September, 1936) , Dos

Passes called George Grosz, a fugitive from Nazi Germany, the "great
visual satirist of our time," and in "Another Redskin Bites the Dust"
(March, 1934), he offered a sympathetic biography of the economic ideas
of Emiliano Zapata, the Mexican revolutionary.

Other literary figures

and their contributions in this part of the magazine included Padriac
Colum's portrait-memoir of George Moore; Tom Mahoney's "The End of
Ambrose Bierce"; Arnold Gingrich's appreciative piece on Dwight Fiske,
editorialist for the Hearst newspapers; Sherwood Anderson's piece on
Jasper Deeter, an actor; Frank Scully's reminiscence of a meeting with
Luigi Pirandello; and Theodore Dreiser's ill-fated attempts to meet
Mark Twain.
The degree and range of analysis were as varied as were the
writers and their subjects.

No on generalization seemed to hold true

for the entire "Personality" series.

Some articles were appreciative,

some, critical, some serious, some humorous, some objective, others fic
tional, some broad in treatment, and others narrow.
John Dos Passos's portrait of Frederich Winslow Taylor was an
indictment of the Puritan ethic which fostered efficiency and hard work
in the American plan of things at the expense of the human spirit.

Tay

lor, a poor Pennsylvania Dutch boy, worked hard and came up through the
ranks in machinery and steel mills.

Aggressive and well organized, he

246
[soon became the "manager" whose only purpose in life was "increased
production."

He became a consultant, retailing the Taylor System of

Scientific Management.

The System, however, was a self-destructive

process; Dos Passes wrote of what "increased production" did to Taylor:
His health wasn't good, he was worried about the illness of his
wife, he suffered from sleeplessness and dyspepsia,
he. was uneasy about his investments,
he took long lecture trips, (in the first decade of the new cen
tury his gospel began to find adherents, a fever of efficiency,
rationalization, scientific management throbbed through American
industry); he was restless, irascible, argumentative. . . .
. . . Production: more steel rails more bicycles more spools
of thread more armorplate for battleships more bedpans more barbed
wire more needles more lightning rods more ballbearings more dollar
bills.
(Esquire, January, 1934, p. 108.)
Frederich Taylor has sometimes been named as the originator of the "Amer
ican plan" of unquestioned, unlimited industrial growth,

Dos Passos'

concluding paragraph serves as his epitaph for the industrialized state:
But Fred Taylor never saw the working of the American plan; in 1915
he went to the hospital in Philadelphia suffering from a breakdown.
All his life he’d had the habit of winding his watch every afternoon
at four-thirty; on the afternoon of his fifty-ninth birthday, when
the nurse went into his room to look at him a little after fourthirty, he was dead with his w’atch in his hand wound.
(Esquire,
January, 1934, p. 108.)
Two other pieces in this mode which Dos Passos also incorporated
into The. Big Money were "The Bitter Drink" (September, 1935) and "Per
sonal Appearance" (February, 1936), biographical sketches of Thorstein
Veblen and Rudolph Valentino.
In contrast to Dos Passes' critical theme and experimental
style was Homer Crov's "The Success Factory."

In an uncritical, shallow,

congratulatory exposition of the "Father of After-Dinner Speakers" and
the "Daddy of all Toastmasters," the writer gave the reader a night at a
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Dale Carnegie course.

Carnegie, offering instant success through formu

las, viewed the "American plan" from a Chamber of Commerce perspective:
Mr. Carnegie is very explicit about what the course will, do for
you, and has it down in figures, fifteen to be exact, and here the;*
are: think on your feet; develop courage; increase your poise;
"sell" yourself; win more friends; improve your memory; write let
ters that pull; enrich your command of English; read more worth
while books; become a better conversationalist; increase your
income; inspire you with the new ideas [sic]; know intimately forty
ambitious men and women; develop your latent powers. It costs only
$75.
(Esquire, June, 1937, p. 239.)
Opposite this patron saint of the work ethic, the Esquire
reader found the inside story of the magazine’s most noted photographer,
George Hurrell.

In Sidney Carroll's "George Harrell:

Glamour-Monger,"

the king of Hollywood portraits emerged as a crack-pot who would sing
gibberish songs at starlets in sittings so that he could get them to
relax.

Carroll's piece was a mix of Hurrell's technique, the famous

glamour objects of his lens, the camera and technical aspects of his
trade and anecdotes of his experiences.

For example, his photographs

of Norma Shearer made her an MGM star:
Miss Shearer had until then [her sitting with Hurrell] been typed
in Alice-Sit-By-the-Fire roles, and she was rebelling. Tire Studio
executives, among them her husband Irving Thalberg, refused to lis
ten to her pleas for a chance to prove she had sex appeal. Hurrell,
however, had turned the juice on full force. When the studio exec
utives saw his portraits they quickly admitted that their prize
PolIvanna might be turned into something very glandular.
(Esquire,
March, 1940,"p. 111.)
In Harry Saipeter Esquire had its most consistent contributor
of quality biographical pieces.
painting.

His interest was limited to one area,

Contributing over sixty biographical pieces on artists, he

addressed himself to esthetics, the. nature of each painter's creative
process— his execution and presentation; and the painter's recaption.
Saipeter gave the Esquire reader a consideration of serious graphics as
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opposed to the cartoons, the theatrical illusion of photographed
actresses' impersonations, or the tawdry, corrupt art of Hollywood and
its paste-up, studio-style reality that Meyer Levin so aptly examined
in his regular movie reviews.
Included with Salpeter's prose were reproductions of several
current or noted works of art by the painter who was the object of his
essay.

These paintings were usually reproduced in color.

(The contem

porary Time magazine usually has a similar feature in each issue, a bio
graphical sketch and reproductions.)
Like many of the Esquire contributors, Salpeter was a journal
ist; his "Backstage" profile revealed this information:
Harry Salpeter is perhaps best known for his reviews and inter
views which appeared in the old New York World, with which he was
associated for something like seven years. He is supposed to be a
cutting character analyst, but personally is a very nice guy. He
is the author of Dr. Johnson and Mr. Boswell and has written at
various times for Vanity Fair, Scribner's, Current History, and Cre
ative Arts. His interest in art, and American art chiefly, is a
result of the Depression. After the World went under and his radio
speaking contract expired, he got into the habit of visiting gal
leries and museums and even, when finances allowed, acquiring an
occasional lithograph, watercolor, etching, or woodblock— not to
mention a very, very occasional oil.
(Esquire, October, 1934, p.
188.)
One of Salpeter's subjects was Reginald Marsh.

To accompany a

portfolio of ten paintings of New York City life including "Gaiety Bur
lesque," "126th Street, Harlem," "The Life Guards," and "Tattoo and
Haircut," Salpeter wrote these paragraphs about the now famous artist
of the 1930's:
Reginald Marsh is the most intrepid and brilliant explorer of
the crowded citv that we think we know. He penetrates into the
heart of Metropolis, moves beyond into its hobo jungles and dere
lict Hoovertowns and back into the heart again of shopping street,
t h e a t r e , dance hall, subway and beach. And looking upon his
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pictures we find that he has restated our familiar world, the world
s o familiar t h a t we hardly trouble to look at it, with an. uneffected
h o n e s t y , a virility and a solidity that help make us see our dirtv
town — anyone’s dirty town— as if we never had seen it before, giving
us at the same time, the intense pleasure of recognition.
He i s the creator in the sense that he is an organizer, for he
t a k e s the modern c i t y , at its most confused and crowded points, and
out o f his squares and oblongs of pressed wood— he no longer paints

on canvas— he presents us an ordering of chaos. He makes what is
d u l l and familiar fresh and strange, yet at the same time true to
our know ledge and our experience.
(Esquire, June, 1935, p. 46.)
As an analysis of the pictures in the portfolio, this was certainly a

verbal approximation of the paintings.

Further, on Marsh's realism:

"Reginald Marsh has made grander pictures out of smoke and cinder-laden
railroad yards, out of subway and elevated cars, than have been made
out of glowing Vermont landscapes,"

(Esquire, June, 1935, p. 46.)

Sal

peter then went on to detail Marsh's wandering through the "dives and
dance halls" sketching and observing street life from his studio "with a
pair o f binoculars hanging from a window nail."
p.

(Esquire, June, 1935,

46.)

Among other details Salpeter told the reader that Marsh looked
like a "dumb Swede, not long off the boat"; that "he has been told he
talks

like a Hemingway character"; that "he leads no social life"; and

that his classmate at Yale, Thornton Wilder, gave him encouragement and
tan d o l l a r s ,

his

first sale, for a painting.

(Esquire, June, 1935, pp.

46, 49.)
In "George Bellos^, Native" Salpeter revealed the noted painter
ct* p r i z e f i g h t s and revival meetings; of Joan Sloan, "Saturday Night's
P a i n t e r , " Salpeter explained his current rejection of the label "Bohe

mian" and r e p o r t e d S l o a n ' s contemporary interest in doing cross-hatched
nudes, "unde l e c t a b l e

looking ladies who have had not only their clothes
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but

their skins stripped off, the artist revealing muscular organiza

t i o n r a t h e r than seductive flesh” ( E s q u i r e ,

hme,

1936, p. 105); to

write his piece on Waldo Peirce, "Robelais in a Smock," Salpeter wrote
t o Peirce's friend, Ernest Hemingway; he quoted part of the Hemingway

letter in his article:
As a painter I think he is one of the finest in America. As a
friend he is loyal, understanding, generous and the best company
anybody ever had. As a parent and trainer of children he is the
absolute bloody worst in the world. His children's idea of good
clean fun is for one of the twins to hit Waldo over the head with a
beer bottle while the other sets fire to his beard.
(Esquire, July,
1936, p. 122.)
In "Robert Henri:

Maker of Masters," Salpeter*s research, again per

sonal interview and historical analysis, revealed Henri to be one of
the most influential artists in America.

Henri was the central

in "The Eight," later to be called the Ash-Can School.

figure

Among the artists

he influenced, according to Salpeter, were George Luks, William Glackens,
John Sloan, Everett Shinn, George Bellows, Edward Hopper, and Rockwell
Kent.

(Esquire, February, 1937, p. 53.)
Quoting the then Secretary of the Navy, Admiral Hugh Rodman,

Salpeter related how Paul Cadmus's painting "The Fleet's In" caused
more controversy than any incident in the art world since Diego Rivera’s
mural was destroyed at Radio City.

Cadmus was commissioned to paint

for the government under the P.W.A. program, and his "The Fleet's In"
v;as included in an exhibition from which President Roosevelt selected
paintings for the White House.
Other artists whom Harry Salpeter discussed were Howard Baer;
William Cropper, the cartoonist; Max Weber; Raphael Soyer; William C.
Palmer; Maurice Sterne; Eugene Speicher; Guy Pene duBois; Jacques
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Zueker; Adolph Dehn; Stephen Etnier; and James Guy among a gallery of
others.

In all, Harry Salpeter's contributions to "Personalities" was

an inut'A Lu *ino’ s Who in Art of the 1930's, nationally and internation
al ly.
Smart was a collector of paintings, and Gingrich was a connois
seur of culture, as has been pointed out in previous chapters.

In

parts of Esquire other than Harry Salpeter biographies of artists, Ging
rich recognized that art and society ./ere inseparable concepts in a
democratic society.

In articles by Ezra Pound and later by Hemingway

and Dos Passos, Gingrich allowed, by virtue of publishing their pieces,
that art could be political and still be art, a position he rejected in
his long editorial on Hemingway.
In "Gaudier:

A Postscript" Ezra Pound explained Henri Gaudier-

Brzeska's "Vorticism."

Gaudier was the contributing sculptor, T. E.

Hulme the philosopher, and Ezra Pound, T. S. Eliot, Richard Aldington,
Ford Madox Ford and Rebecca West were the literary contributors to the
Vorticist journal, Blast.

(Osborn, 1970, p. 1199.)

4

In his piece

(accompanied with photographs of four stone sculptors) Pound pointed
out how Gaudier!s art made a political statement appropriate to the
impending war in Europe:
The moral of Henri Gaudier's death is that hate is worthwhile,
and that men incapable of hating the Bank of France, and the hook
up of munitions firms, Creusot, DeWendel, Schneider, Skoda, Mitsui
and too slothful to trace out the affiliations and financial causes
of war are scum and sediment, and that those who accept aged evil
passively have no right to the arts.
(Esquire, August, 1934, p.73.)
This statement coming, again, in Esquire showed how the magazine con
stantly pointed out to its readers that those irrational forces which
were inimical to art would destroy art and thereby also civilization.
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In the headnote to "Facing a Bitter World," a portfolio of etch
i n gs by Luis Quintanilla,
?rh p r o v i d e d t h i s

the then jailed Spanish artist, Arnold Ging-

re f a c e to t he "n r o e ram notes" of E r n e st Hemingway

and John Dos Passos whose texts accompanied the reproductions of the
Q u i n t a n i l l a etchings:

Early in December, at the Pierre Matisse galleries in New York,
Ernest Hemingway and John Dos Passos sponsored an exhibition of
etchings by Luis Quintanilla, for the purpose of (a) making the
Spanish Government realize the artistic importance of this man whom
they now hold behind bars, and (b) raising money to assist Quin
tanilla in his present difficulty.
(Esquire, February, 1935, p.25.)
Quintanilla, Dos Passos wrote, was unlike the formula exports
of Spanish galleries and travel pamphlets:

"No high combs or modish

mantillas or singles of a La Violetera dressed up for Holy Week,"

Sim

ply because he was an "enemy" of the state he was jailed; Dos Passos
raged at his incarceration:
It is natural that the civil and religious bureaucrats, the land
lords and industrial exploiters who have used the army, the politiclans-on-the-make and particularly those faithful watch dogs of
property, the Civil Guards, to get back power in Spain for property,
should have put him in jail. Looking at his etchings it is hard to
avoid drawing a parallel with George Grosz's early work in Germany.
The political moment too is similar, a time of defeat of everything
that gives men hope.
(Esquire, February, 1935, p. 25.)
Hemingway's note was twice as long, about 1500 words, and his
commentary was bitterly ironic.

He informed the Esquire readers that

he was notified in Cuba by an "impromptu code" wire from Madrid:
hoosegowed."

"Luis

Hemingway built his case for Quintanilla by showing how

the artist was a genuine revolutionary and thus had a right to use the
word "revolutionary," unlike those fashionable radicals who gave
literary teas in "support" of the Loyalist cause:
Now this may possibly be a good time to suggest that a small
t ax be levied on the use of the word revolution, the proceeds to be

g i v e n to the defense o f , say, s uch people as Luis Quintanilla, or
any of your friends who are in j a i l , by all those who write the
word and ne ve r have shot or been shot at; who never have stored
arms nor f i l l e d a bomb, nor have gone hungry in a general strike,
nor have manned street cars when the tracks are dynamited; who
ne ve r have s ought cover in a street trying to get their heads
b ehi nd a g u t t e r ; wh ■
have
i woman “.hoi in the n ea d, i n
bo hr ’>t - r in Lae o u t L o c k s ; who have never seen an old man with
the top of head off; who have never walked with their hands up.

The litany went on.

Quintanilla was a true revolutionary, however,

according to Hemingway, and would justifiably he so labelled.

But the

r e v o l u t i o n a r y was in jail and his art had stopped; only a few of his
e t c h i n g s would be seen in t he United States and some of these in Esquire
magazine.

Hemingway's closing comment, hox-7ever, appeared to be an

indictment of the fashionable liberal readership of Esquire;
You who read this are all right, you know. You must not feel
Do not let it disturb you. Madrid is a long way away and
you never heard of this man before. What did he get into trouble
for anw a y ?
Sure. That is the way to look at it. But look at the etchings.
Take a good look at the etchings.
(Esquire, February, 1935, pp.
£.
O n \

badly.

■<-.

— /

O /

Hemingway and Dos Passes again shared program notes on a Cuban
p a i n t e r , Antonio Gattorno, whose subjects were the Cubans of impover
i s h e d body and spirit:

"And always a look of poverty, a certain mala

r i a l r e f i n e m e n t and sadness and isolation of a transplanted race.
are the g u a j i r o s , the poor whites of Cuba."
110.)

They

(Esquire, May, 1936, p.

Hemingway's note is a defense of Gattorno's leaving Cuba to go

to Europe b e c a u s e he c o u l d neither make a living with his craft nor
c o u l d he "wash h i s mind c l e a r and encourage his heart" without seeing

Che works o f the European m a s t e r s .
as Hemingway w r o t e ,

Gattorno returned, however, because,

Cuba was h i s home and "every artist owes it to the
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place he knows best to either destroy it or perpetuate it."

(Esquire,

May, 1936, pp. Ill, 141.)
Esquire's contribution to art as revealed in its portfolios of
the then famous and later to be famous painters is a testimony to the
magazine's serious adult contribution to high culture.

Added to the

critical reviews of Seldes, Levin, Nathan, Rascoe, and Em i■

...ty

Salpeter's gallery of modern p a i n t e r s gave the Esquire reader access to
a broad cultural

. ._ cr urn.

In all, through the "personalities" section, Gingrich published
sketches of people whose lives were usually of human, political, or cul
tural interest to his serious readers.

As in its other editorial fea

tures, Esquire, through its "personalities," again contributed to its
readers' cultural education.

It allowed its readers to become familiar

with the art of the times, and this particular section could have been
viewed as a cultural handbook for the well-read Esquire reader.

Satire

Satire was the least accomplished or fully realized classifica
tion in Esquire; it is easier to say what Esquire1s satire was not than
what it was.

The satire section gave evidence of no consistent themes

or styles; its tone was consistent neither in subtlety, urbanity, nor
suavity; it was not usually witty, biting, or vicious.

Most of the

satirical pieces were occasional pieces in which the one element that
seemed to qualify them as satire was exaggeration.
Among the many definitions of satire in literature, the follow
ing is representative:
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Satire: A literary manner which blends a critical attitude with
humor and wit to the end that human institutions or humanity may
be improved. The true satirist is conscious of the frailty of
institutions of man's devising and attempts through laughter not so
much to tear them down as to inspire remodeling.
(Holman, 1966, p.

■Wl. )5
Esquire's satire did not measure up to the standard set forth in this
definition for a number of reasons.
It is the nature of satire to be current and the satire of the
magazine certainly was of its day.

Esquire was limited to certain

topics for its humor, settling mainly for safe subjects which usually
meant "sexy" subjects— something to complement the cartoons.

The con

tinued emphasis on women got stale.
Gingrich soon realized that in this section of the magazine,
first labeled "Humor" (changed to "Satire" in April, 1925), he was deal
ing with a genre whose boundaries were difficult for the typical reader
to understand.

On the change from Humor to Satire as the major heading,

he admitted to his readers in an editorial that the suction lacked
consistency:
We got tired, after the first few times, of hearing that the
only funny thing about most of our pages labelled "humor" was the
fact of our so labelling them. You will kindly notice that we have
at last neat:
sideslipped that one. Heh, heh— it's "Satire" now.
So if you don't laugh, we won't have to feel that you’ve got a
rebate coming. The respite from the Fury will be short lived,
though. In a few days you'll be asking, in high dudgeon, for our
definition of satire. Meanwhile, awaiting the awful moment, we'll
be endeavoring to fix up an all-time all-elastic meaning.
(Esquire,
A pril,

1955,

p.

5.)

He never did give the Esquire reader a definition of satire.
Humor was, from the beginning of the magazine, an inte.gral part
of its very make up and point of view, particularly notable in the car
toons.

It gave balance to those sombre elements of fiction, reviews,
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and editorials.
seriously."

Humor was the vehicle for saying, "Don't take life too

The problem that the readers may have had with identifying

satire could have been attributed to these facts:

(1) Esquire's humor/

satire was denatured; it lacked bite; there were few victims of the
barbs; (2) humor could be found mixed in with all parts of Esquire—
fiction, poetry, the. reviews, and articles— so that to point a reader
to a section of the magazine for expected laughs may have been mislead
ing because he had similar fare in other parts of the magazine; (3)
Depression experience itself may have been a cause for reader bewilder
ment.

There just were not very many things that were funny to a lot of

people at this time.
Much of Esquire's satire was low-brow humor that did not satir
ize.

Its pallid comedy came from its masculine point of view as evi

denced in these titles which suggest the banal content of the works:
"L'Affaire Cooky," "Dude Ranch Manual," "Erosin Metropolis," "Three Fat
Wives," "This Wedding Racket," "Pinch as Pinch Can," "Marriages Are
Made in Reverse," "Ladies are Lousy Drivers," "Bombs, Bosoms, and
Billets," "Who, Then, Are the Chaste?" "Novel Divorce," "Radiant Father
hood," "The Perfect Secretary," "What Men Don't Like About Women," "Why
Men Can't Cook," "Blondes Get all the Breaks," "How to Be Cruel to Your
Wife," and "So Now I Drink Alone" among scores of others.
If humor appeals to the heart and wit to the head, Esquire's
satire was of the first kind.

Hence, a definition by one who studied

satire is applicable to the magazine:
£
humor is." Carlisle, 19e°; p. xiv.)
the definition of satire, stated:

"Satire is not respectable,
Another writer, struggling with

"That is what satire is, a heteroge

neous mixture of incongruous elements which simply cannot be
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satisfactorily classified, except for the purpose of focusing discus
sion."

(Feinberg, 1967, p. vii.)

Esquire's satire certainly was

"heterogeneous" in degree and in kind.
The comments from two Esquire "Satire" contributors at that
time confirm this general supposition.

Parke Cummings, on being asked

what effect the Depression had on his satire and what the nature of his
satire was, averred:
I hope my satire is on general principles.
I’ve tried to make it
universal— by no means always succeeding— rather than with an ax to
grind. As regards the Great Depression I regarded it as beginning
to end by 1933— although by no nr. 'ans over. I thought of the worst
of the Depression as 1930-32. Doubtless many people w o n ’t agree.
However, I would say that few of those 42 pieces you list were much
affected by the Depression.
(Letter. Parke Cummings to CAB, June
14, 1972.)
Peter De Vries, another constant contributor to "Satire,"
offered these remarks:
I can’t answer any questions about the "nature" of "satire" in
Esquire. I rather suspect they labelled things so as to maintain a
putative range, or spread, in the book from month to month. I gen
erally eschew such categories and distinctions and differentiations,
indeed flee from them as from a plague, being limply content with
the idea that what’s funny is funny, and thanks for it. Distinc
tions about what’s satire, comedy, humor, farce, etc., are a quag
mire into which 1 prefer not setting foot.
(Letter. Peter De Vries
to CAB, May 9, 1972.)
Peter De Vries and Parke Cummings will be used as examples of
Esquire1s better satire, although satirical features that also had merit
would include those by Arthur Davidson Ricke, John Collier, Stanley
Logan, Doug Welch, Montague Glass, Raymond Knight, Robert Buckner,
Walter Brooks, Wolfe Kaufman, Louis Paul, and Lynn Montross.
"Art's a Funny Thing" by Peter De Vries was typical of the light
tone of Esquire satire.

In this piece Clem Dolliver, a rustic farmer,

h o s t e d a group of art students who wished to paint his "picturesque"

258

barn; Clem, the wise, cracker-barrel philosopher, knew he was being
insulted when he was told by one of the art students that his farm had
"character."

Besides painting the oarn, a disgustingly fat art student

enjoined Clem to sit for a portrait.

Some months later after reading

that his barn, "Dolliver's Barn," had won first prize, Clem drove into
the Art Institute demanding the award money from Gilmore, the Art Insti
tute director.

The following dialogue illustrated De Vries’ style and

"sense" of humor;
Clem turned to Gilmore, "Well, how ’bout my money?"
"Your money?"
"Yeah, sure. My fifty bucks that I got cornin’."
"Fifty— Oh, but my dear Mr. Bolliver, you haven't any money coming."
"I ain't? Didn't my barn win the prize?" (Esquire, February, 1936,
p. 124.)
Gilmore soothed Clem's temper.
entitled "The Grouch."

Before leaving, Clem spied his portrait,

Infuriated, he slashed the painting to shreds

and left:
Just before getting into his car outside he turned and gave one
look at the Art Institute.
It was a tall, dark grey structure— NeoClassical, frosted with pigeon dung.
He looked at one pigeon standing on the capital of a proud
Doric column, a capital heavily coated with the nonchalant manurings
of this bird and his fluttering fellows.
"Go ahead! Go right ahead!
Keep it up!" muttered Clem with malevolent amusement. "That's all
the joint's good for." Then he hopped in his car and shot away.
(tsquire, February, 1935, p. 127.)
To illustrate that the Depression was not completely avoided in
es q u i r e ' s

satire section, De Vries' "The Man on the Street," a parody of

a spontaneous radio-street interview, again shows the light tone of
Esquire's satire.

The radio interviewer's job was to ask innocuous ques

tions and sell Whiz cookies.
", . . Now here's a gentleman right here.
the microphone here. What's the name?"
"De name Is Stone."

If you'll step to
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"And where do you Live, Mr. Stone?"
"No place."
"No place?"
"Yeah.
I was jist evicted.
I'm de man on the street."
"What in your opinion is a woman's most effective beauty asset?"
"Dat's a hell of .. question to ast."
"Sir, we must be careful what goes over the microphone!"
"Dat's why it's a hell of a question."
"My dear man, your language is a scandal.
I must ask you to
speak decently."
"Listen, you want de man in de street, don't you— de average
man?"
"Yes, of course."
"Well, dat's how de average man talks. De average woman, too.
An' you know ic."
(Esquire, April, 1937, p. 100.)
Mr. Stone, who wanted to offer and eventually did offer opinions
on the Supreme Court, Marx, and the economy, embarrassed the interviewer.
Occasionally turning the scene around, Stone asked the interviewer ques
tions, and he, of course, had the stock answers.
Like Peter De Vries', Parke Cummings' satire was of a "univer
sal" sort.

One of Parke Cummings' wittier pieces was "Chronicle of a

Discovery" a mock-heroic treatment of a futuristic discovery of parsley's
indispensible "vitamin, Vitamin L."

The discoverer, a German scientist

Professor Herman Ganzmuller, "proved" that parsley eaters had better eye
sight, measurably increased sexual potency, fewer colds and less jaun
dice.

Cummings then went on to chronicle the post-discovery events.

Ganzmuller was awarded the title of Doctor of Dietetics and was awarded
several honorary degrees; a popular song "You're My Great Bunch of Pars
ley" became a smash hit; parsley sales boomed and prices soared:

"On

the 18th of September the public was thrilled to read of a daring broad
daylight hold-up of a parsley truck in which the driver and two guards
were machine-gunned to death."
paragraph

showed

Cummings

(Esquire, April, 1936, p. 91.)

sarcastic

stvle:

This
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This hold-up and its resulting publicity was, naturally, no
impediment at all to the sale of Frederich Starrow’s new novel,
Parsley, and the critics were soon hailing it as one of those rare
books that would live for all time.
It was, said the blurb on its
jacket, "a poignant, mentionful story of the struggle of a poor
titv tenement family to obtain its share of parsley." "Mentionful"
was a word in great favor with critics and blurb-writers at this
particular time, having superseded "significant," "purposeful" and
"authentic," and meant, as far as anybody could figure it out,
having plenty of things in it worth mentioning.
Starrow became a
national figure, receiving several large prizes, and attended sev
eral literary dinners given by his publishers during which he always
sat next to Professor Ganzmuller, His publishers were powerless to
prevent pictures of the two men together from getting into the news
papers.
(Esquire, April, 1936, p. 91.)
A Senatorial investigation of parsley followed; the red-baiters claimed
parsley was a "wedge for Communism;" a parsley play hit Broadway; foot
ball coaches made sure parsley was in their players' diets; and endorse
ments came from celebrities supporting either California- or Floridagrown parsley.

Eventually, however, the parsley fad was destroyed by

another professor's announcement that Vitamin L was "definitely injuri
ous" to the body.

One of the more humorous passages in "Chronicle of a

Discovery" was that which dealt with Hollywood and parsley:
Roll wood, of course, was not to be caught napping.
It
announced immediate production plans for three love stories, four
gangster films, and four musicals all having a parsley background.
One of the later, Pass the Parsley, x^as positively the most sensa
tional musical ever staged.
The high spot was a scene where two
hundred chorus girls in green foliage (representing parsley, of
course), sprouted out of a huge garden, did a tap dance, and then
wound up by draping themselves over a gigantic papier mache sirloin
steak. The steak alone is said to have cost $15,000.
(Esquire,
April, 1936, p. 160.)
Here Cummings attacked the American propensity for faddism by using a
nonsense subject like parsley.
In "Answering Your Questions" Cummings wrote a spoof on the pro
cess of a writer getting published.

Asking himself questions, he

offered this absurd answer to one of his queries:
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5. Has a writer any chance unless he has a drag with the editors
and publishers he’s trying to land with?
Answer: No. Absolutely not. Everything in the writing busi
ness is decided on favoritism.
If you don't know the editor or he
doesn't happed to like the way you dress, you haven't got a chance,
even if you're a second Shakespeare; Homer, Dickens, Dante and
Anatole France would never have been heard of if their dads hadn't
known the right people.
In my own case I've worked things simply
by being related to the editors I send my things to. For instance,
the editor of Esquire is my father, I have cousins running five or
six magazines, and ex-wives who are the big shots on three other
ones.
In cases where I haven't any relatives I fix things by buy
ing an occasional glass of beer. They say that Sinclair Lewis has
never sold a story in his life without first presenting his pub
lisher with a new automobile
(Esquire, September, 1937, p. 70.)
In "Wild Authors I Have Plagiarized" Cummings pokes fun at Esquire by
claiming he too among the legion of accused Esquire contributors also
plagiarized his articles.
In some of his other satirical pieces Cummings included spoofs
on radio advertising, Ivy League regattas, class graduates' prophecies,
bubble gum cards, college football, libel, Christmas and profit motives,
and the international "significance" of love songs.

Like De Vries, Cum

mings also included a few anti-war sentiments in his Esquire pieces.
For example, in "Lyrically Yours" Cummings posed as a song writer, E. C.
Gregg, xvdto is writing to a publisher of popular songs.

In Gregg's

attempt to be original he submits a few lines of lyrics from his new
list of songs; the topics covered current history.
Here is one that is pretty timely, I think. We might call it
"My Good Will Baby." This song would be fraught with international
significance, and have quite a lot. of phrases that are current in
diplomacy.
It stresses the idea of coming to an amicable under
standing, and decries the use of force. For instance, here is the
way the chorus might start:
"I like the way you look and talk; I like the way you act.
So darling, let's get busy with a non-aggression pact."
Other titles accompanied with lyrics were "You're No Third Term Sweetie,"
"I've Elected You For Life," "You're Always On My Screen" or "My Tela
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Vision Loveliness," "If I Could Ski With You One Hour Tonight," "Let's

i’uilt1 a Federal Project Home for Two," and "It was a Blitzkrieg" which
contained these verses:
"You smiled at me, and took my hand
And though perhaps you hadn't planned—
It was a Blitzkrieg.
Although we met beneath the moon,
i never thought I'd fall so soon.
It was a Blitzkrieg."
(Esquire, June, 1940, pp.
42-43.)
Perhaps this article best typified Esquire's satirical pose.

Here Cum

mings' concerns were the war in Europe, Franklin D. Roosevelt's third
term reelection, the skiing craze, and New Deal housing programs.
When Gingrich said in one of his first editorials that Esquire
would afford "amusement" to men of intelligence, he had in mind, of
course, more than satire or features exclusively humorous.

But, again,

the Depression made for hard times for satirists Gingrich did what he
could to find humor for his readers.

Rarely expressing any deep-set

human urges, the magazine's satire was not the section in which to find
writing filled with analyses of people's values and behavior.

Semi-Fiction

3v the way, I never understood the "semi-fiction" classification.
Barring a few changes of names, the stuff is as straight as memory ^
will allow.
(Letter. Oliver LaFarge to Gingrich, January 8, 1936.)
Gingrich himself left no answer as to why he decided to have a
"Semi-Fiction" section; as I speculated earlier, he perhaps wanted to
give his magazine another dimension (real or imagined), to fill in all
the spaces and even to create spaces where copy might otherwise have
• -' - • ’

' -r "Articles" -■ "Fictio-: "
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Since Gingrich offered no definition of semi-fiction, one might
be posited for early Esquire:

fiction or experimental writing that had

a strong autobiographical flavor, usually the first-person point of
view, giving the fictionalizing a sense of "truth."

To add to the

"authenticity" of the lesser semi-fiction accounts, many features were
anonymous or authored by such code names as "GT-99" or "P-173" to sug
gest: that pseudo-official secrecy was essential to the anonymity of the
writer.

For example, "The Foolproof Cover," "I Was, I Am a Spy," "No

Escape," and "Sunk Without a Trace" allowed secret agents to relate
their "real" adventures.

Again, many pieces did not vary significantly

from "Articles" or in some instances "Fiction."
Besides Oliver LaFarge, other writers were disturbed by the
label of "semi-fiction" applied to their work.

Hanson Baldwin protested

Gingrich's categorization of his work:
No offense meant— but T do wish you'd stop calling my poor
articles "semi-fiction." If you knew the hours I'd spent in library
stacks and amidst dusty documents pursuing the elusive Fact---- !
--- And then— just when I'd congratulated myself that I had done a
thorough job of research— and that there weren't any more facts to
be had— along comes Esquire, like a Jovian thunderbolt— and burns[?]
into my closely-written notebooks— and the "crushingest" blow of
all— "Semi-fiction"!
Seriously— all the stuff I've sent you is factual, and I nave
taken pains to make the articles strictly so despite my dramatiza
tion of them,--because, with your kind permission, and Willis Wing's
[his literary agent's] help, I plan to later incorporate the Esquire
pieces— and others— into a book of sea stories.
Hence my interest— and care— in the research— and my pains to
make these stories factual--though with an effort to make them
interestingly so.
(Letter. Hanson Baldwin to Gingrich, March 23,

1936. )
Asked to elaborate on his ideas of what his contributions meant some
thirtv-six years later, Baldwin still held a similar view (and a fond
ness for dashes!")
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My memory is not absolutely clear on all this, but I do recall—
especially later when I put some of the . . . pieces into book
form (Admiral Death [and] Sea Stories and Shipwrecks— being a lit
tle irritated that my extensive research had been somewhat degradpd
by the "semi-fiction" bit.
I simply tried— with meticulous atten
tion to the facts— to dramatize history: my piece "RMS Titanic"
(Harper's) was perhaps the best example of the kind of thing I was
trying to do, and was a kind of trail blazer— though certainly I
can make no claim to originality— for this genre— Walter Lord Corne
lius Rvan, etc. etc.^
(Letter. Hanson Baldwin to CAB, May 14,
19 72. )
That "Semi-Fiction" functioned as a sort of catch-all for
pieces that Gingrich could not readily categorize seemed apparent by
his so labelling Dos Passos' "The Camera Eye."

(The Esquire piece was

subsequently incorporated into The Big Money, being divided and sepa
rated into several Camera-Eye and Newsreel chapters or parts of chap
ters.)

To palliate any offense that Dos Passos might have taken, Ging

rich extended an extensive explanation-apology to him because of Ging
rich's preface of it in the magazine.
The way T feel about it is that you should hear these things from
me rather L.han from the other boys out on the street corners. I
would much rather not discuss it at all, but I am afraid you might
drop dead of shock if you happen to see the April issue with the
practically book length editor's note preceding your Camera Eye
piece, if you have not been warned about it before.
Trying to be your pal, I may very well turn out to be your
worst possible enemy, but I had such extreme difficulty trying to
enlighten the associates as to the factual content of the piece
that the only way I was able to get it into the book was by append
ing a program note in the best children's symphony concert manner.
(Letter. Arnold Gingrich to Dos Passos, February 19, 1936.)
This certainly was a diplomatic letter, and it shows that Esquire did
publish experimental forms of prose.

Also, this is one of the rare

instances in which Gingrich prefaced material, and the note gives the
reader a sense of Gingrich's own style and his literary sympathies.
(The sub-heading also explained in eclipsed form the contents:

"Time:
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the early post-war period; subject:
ment::

an ex-soldier’s job-hunt; treat

a verbal photomontage.")

If you are annoyed by program notes at svmphony concerts, then you
ought to skip this and get into the text itself. But Esquire’s
plain readers have complained in increasing numbers and with rising
violence about the difficulty of Dos Passos prose. Hence this note
on how to read it. First, do not insist upon making consecutive
sense of every phrase and sentence as you go along. The effect is
as cumulative as that of music or painting.
Second, remember that
this is the verbal equivalent of the inclusive technique of photog
raphy, registering apparently irrelevant and even distracting
detail for the sake of achieving a complete atmospheric approxima
tion of reality.
(Esquire, April, 1936, p. 31.)
Two excerpts from "The Camera Eye" that later appeared in The
Big Money and may have caused Esquire readers some consternation follow.
Some of the effect is lost here because of the various point sizes of
print employed by Dos Passos:
I'm just wild about Harry
And Harry's just wild about me
Father wants economy. Mother craves opportunity for her chil
dren, daughter desires social prestige, and son wants travel, speed,
get-up-and-go
Runnin wild, lost control
such exploits may indicate dangerous degree of bravado but they dis
play the qualities that made the boy of high school age the acknowl
edged leader of a gang that has been a thorn in the side of South
Fieri da
The yellow room is curly blue with cigarette smoke pink and
white with wellshaved and carefully made up faces, teems with gindrinks, wisecracks, a certain organizing attitude in the woman's
mind that must put each drinker in a pigeon hole. What you do
today vou must do tomorrow. You wear a personality over your face
don't you.
Smilingly with owning teasing eyes the woman pins on
each man a badge. Thank you, can't explain but why me? . . .
Inhibited . . . Goodby.
The old hat quickly snatched from the rack.
Outside with the closing of the door the jingling cocktail voices
fade. . . .
. . . Monev in New York, lipstick kissed off the lips of a fashionabLv dressed so fragrant silkv girl at fiveoclock in a taxicab
careening down Park Avenue, when the west, at the end of each
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crosstown street is flaming with gold and the smoke stacks of steam
boats leaving port and the sky is greenbacks. . . . Money is silky
in her hair, soft on her dress, the dropped rose-petal that you
kiss on the way to the ginny speakeasy dinner on plush seats, the
lilt of the show, the laughing in the cabaret, the shuffling
shuffling dance-orchestra. Money howls out of the saxophone,
clicks sharp in the hatcheck girl's goodnight.
(Esquire, April,
1936, n. 112.)
Dos Passos's contributions to modern narrative are well known.

That

Esquire aided and made accessible to the popular reader this contribu
tion is not so well known.
Similar in theory but different in style were Hanson Baldwin's
pieces on marine disasters.

Like Dos Passos he supplied his own fic

tional trimmings to an event that a reporter would omit.

In a two-part

story, "These Too Shall Live," his first contribution to Esquire, Bald
win went to the Navy archives in Washington for his facts.

Five men

sailed for Hawaii in a gig after their ship hit a coral reef; their pri
vations and hardships were recorded by the Navy when they reached land
after 31 days on the ocean; three had died; the time was December, 1870.
In an accompanying note Baldwin said he "supplied some conversation"
and "tried logically to describe their reactions to each recurrent hard
ship."

In a story reminiscent of Stephen Crane's "The Open Boat," Bald

win gave the reader a "dramatization" of suffering on the sea:
The gig streamed water— she had to be bailed once each watch;
the men's clothing was soaked; salt water sores formed on their
legs; cracKs in the skin opened between their fingers and their
toes; their joints stiffened and throbbed from continual wet.
Braced against the stanchions or curled around the masts they tried
to sleep, but the constant skittering of the small boat in the har
rying sea gave them no rest; water sluiced through the leaky deck
seams; pain tore at their bodies but left their minds keen and
clear to sense the exquisite perception the slowly-mounting torture
of the sea. . . .
. . . On the evening of the twenty-sixth day as the men lay
with suppurating sores, their bellies bulging unelastic and
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dead-fish-white from famine— a "booby" lighted on the gunwale and
stared curiously at Halford at the tiller. . . . A slow stealthy
shifting of position— a quick movement, a sudden squawk— and Hal
ford had the "booby" by the neck. Holding the tiller pressed
between elbow and ribs he wrung the bird's neck, roughly tore off
its feathers and half-cut, half-tore it into five crudely equal
parts. Raw and bleeding the men ate it. with relish.
(Esquire,
February, 1935, p. 114.)
In other marine tragedies such as "Mutiny on the Brig Somers"
(August, 1935), "Navy Blue and Gold" (December, 1935), and "Death of an
Admiral" (April, 1936) Baldwin rendered other "dry as dust" official
naval inquiries into tales that gave a mood, atmosphere and sense of
human tragedy that the court recordings could never do.
High Sea" was one of Baldwin's more compelling tales.

"Horror on the
In this "story,"

Baldwin showed how the incompetent and jaded French naval officers
sailed the French frigate Medusa to a colony on the West African coast
and ran the ship aground on a well-charted shoal.

Because of indeci

sive action by the officers, the rudder smashed the stern.

Rescue

should have been easy, but it was not, and Baldwin's is a story of the
'haos and hysteria at sea that followed:

the Captain and the Governor

made off in boats toward the coast of Africa; some 140 others tried to
follow in a fabricated raft of yards, timbers, and booms.
too small for the 140 people, partially sank in the water.

The raft,
The occu

pants soon started feuding, resulting in people being thrown off to
feed the sharks and lighten the load.

There were few survivors.

Bald

win's adaptation of the first-hand accounts of the tragedy illustrate
his technique of synthesizing direct quotes from Lockhart's English
account and those by Jean Baptiste Henri Savignv, ex-Chirugien de la
Marine, and Alexander Correard, Ingenieur Geographe, two of the sur
vivors, and his own interpretation of these accounts.

The following is
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an account of the third day aboard the raft:
July /— Third Day
, . they were tortured between pieces of wood which formed
the scaffold on which they floated. The bones of their feet and
their legs were bruised and broken every time the fury of the waves
agitated the raft; their flesh, covered with contusions and hideous
wounds, dissolved, as it were, in the briny waves, whilst the roar
ing flood around them was covered with blood . . ."
Delusions, thirst and gripping hunger; sharks nosing about the
raft's ghastly cargo. The mast was stepped again and some of the
men tried to catch fish without success. Because of the loss of
the water casks, the sixty were cut down to half their wine allow
ance .
The raft drove back and forth before the wind.
Famished men looked with ravening eyes on the bodies of the
dead.
Some gnawed at the leather of their sword belts and cartouchleres. A few who still had hats ripped out the greasy sweat bands
and chewed them to a pulp. Finally one hacked at a stiffening body.
In a moment, like a pack of slobbering wolves, many had partaken of
"cette offreuse nourriture."
"Seeing that this horrid nourishment had given strength to
those who had made use cf it, it was purposed to dry it in order to
render it a little less disgusting."
A sailor tried to eat something worse, but gave up the attempt,
sick and ghastly green.
The raft beat back and forth, drifting to wind and tide.
The day was calm and fine.
The doomed men stood in little groups, the water lapping about
their knees, unable to lie down, leaning one against the other.
That night twelve more died.
(Esquire, November, 1935, p. 182.)
This episode is saved from romantic horror by the quiet understatements:
"The day was fine and calm" and "That night twelve more died."

This

kind of irony renders this emotional, grotesque adventure devoid of any
gothic sentimentality.

Baldwin himself stated that he was not the pio

neer in this kind of fiction, but surely he was one of non-fiction's
better practitioners.
Oliver La Farge— one of America's noted anthropologists, an
ethnologist, archaeologist, novelist and spokesman for the American
Indian (Pear:e, 1972, pp. 34-37)-*-®— contributed five semi-fiction pieces
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In "Introduction to Mexico" (June, 1935), "Interior of M'.xico"
(September, 1935), "Backwoods of Mexico" (October, 1935), "Guatemalan
Good-Bye" (January, 1935), and "The Natives Go Friendly" (August, 1936)
LaFarge gave sensitive and intelligent accounts of his ethnological
expeditions to Mexico and Guatemala expeditions which he undertook for
Tulane University.
The impressions that LaFarge published in Esquire included many
documentary and poetic details that gave the reader the feeling that
his archaeological picture must have been true.

LaFarge’s account of

the "Interior of Mexico’’
' was almost photographic and yet metaphoric,
creating the mood of the place.

This paragraph illustrates his kind of

stenographic documentation:
We rode out of the jungle, as through a door, into evening sun
light striking yellow on a jumble of weeds and low scrub, throwing
deep holes of shadows from barely projecting leaf-clusters, towards
where the village stood, a couple of hundred huts loosely grouped,
a scattering of high palms. Beyond the settlement, about half a
mile away, the jungle continued its fence around the clearing;
above and behind it, looking at once near and far, Pajapan volcano
blocked the sky from north to east with a flat, blue-green triangle.
The long slopes of mass were unbroken, slightly concave— natural
sweeping brush lines; from near the top a string of quite white
clouds trailed against a clear sky, Japanese painting brought to
life, even to the greater haziness at the hidden horizon line.
Towards us, the village reached arms around a square— some five
acres of grass— with the white-walled, simple church on the side
nearest us. We entered along the path, passing close by the church,
and just inside it the Guard met us.
The poetic language and figures of speech make this more than a simple
description:

the sib.ilance of "sunlight striking," the "o" sounds of

"throwing deep holes of shadows" and the rhythm and rhyme of "quite
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white cloud,” and the rhythm and alliteration of "haziness at the hid
den ho izon" gave the description an exotic flavor.
In "Backwoods of Mexico" LaFarge demonstrated a sense of humor,
showing the reader problems inherent in academic archaeology:
saw something loom up to the left of the trail I was cutting,
a da: k thick mass about my own height. That might have been a monu
ment, a stela. I ducked under a vine and went towards it hoping
for a: inscription, a real plum. If you find an inscription you
draw, photograph and interpret it. Other scientists criticize your
drawing and question your interpretation. You republish, with
emendations, disputes continue, and you have fun and attention.
That's one reason \sihy there's so little serious archaeology in the
Maya area, everyone's looking for inscriptions. This turned out to
be a tree-stump.
I took a lick at it with my machete on general
principles.
(Esquire, October, 1935, p. 176B.)
Only a professional writer and scientist could render the scene funny
and yet wield a sincere, self-deflating swing with his machete.

His

early narrative style was also evident in a description of a chamber
which he almost fell into.
one.

The subterranean chamber led to a larger

Here again his account included exacting scientific detail as

well as a (losing note of broad philosophical wonder at the mystery of
a former a Iture:
Th : room was L-shaped, about ten feet in its longest dimension,
not quite high enough to stand in. The lantern brought a golden
glow from the well-cut walls of limestone, beautifully laid up, the
ceilir g of the same creamy stone. On the floor vzas a thick layer
of ve_y fine, dry dust. We thought we could make out where a skele
ton hid crumbled.
Placed in some arrangement which was no longer
Inteliigible were fourteen pottery vessels of varied shapes, warmly
painted in yellow buff, deep, rich red, and a greyish, smokey pur
ple. The clay rang true when one t oped it, the hard walls finely
bake I. They might have been taken out of the kiln yesterday.
I
tool one in my hand. This was civilized work; the man who painted
it dad long solved the problems of abstraction, of inner perception
over which our artists are still laboring, the lines of his brush
we' e disciplined, free, sensitive.
Blom [his assistant] got out the centimetre tape and made a
p' an. We set to our notes, meticulous as to where each smallest
t ting was found.
Between our notes and our sketches the essence
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slipped away, this cell of still perfect work of civilized hands,
the inaudible voice insisting that outside, too, it had been like
this, and it had all been meant to last.
(Esquire, October, 1935,
p. 176B.)
Perhaps LaFarge was here noting that like this Mayan civilization, his
too would some day be the object of archaeology.

"It had all been

meant to last" captures in simple prose the transciency, the temporality
of this civilized culture, and the irony of his statement is constructed
upon the difference between man’s estimate of his own importance and the
verdict of the ages.
There was one other LaFarge piece that may have been labelled
"semi-fiction" had not LaFarge changed Gingrich’s mind.

"News by Lip

Service" was LaFarge's rendering of how the "innocent" Guatemalan
guides who travelled with LaFarge and his associates could not compre
hend the Lindbergh kidnapping.

The topic of the kidnapping had arisen

after the "news" from a Japanese traveller on the road of Japanese war
planes bombing China turned the discussion to the American’s spying
missions.
previous.)

(Lindbergh was one of the "spies" over Guatemala some years
Even though the episode was not current, it was still news.

LaFarge philosophized on the topic:
Four months’ news x^as still fresh and good in these mountains.
There was no hurry to know about the infinite, unreal, outside
world, and all knowledge keeps.
I realized my five years' absence
seemed neither long nor short to Don Gabino, who was a firm friend.
This was the world from which we emerged long ago, wherein one trav
elled a year to visit for another year, where shapes of things were
formed over decades, where ideas lived and grew through generations,
and events stayed alive and recent. The loss of a plane in that
unhappy good-will flight was still satisfactory; Jacaltenango still
held vivid in mind the fact that Lindbergh entered Guatemala over
its territory. The official Gazette arrived weekly at each Juzgado,
possibly someone read it, but those were printed words without sub
stance. News was contact with a man who had personally seen or
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heard, or somehow been nearer than oneself to a reality in an un
known, half-conceived world.
The time element did not exist.
(Esquire, May, 1936, p. 136.)
haFarye s assessment of the nature of news in a non-electronic or non
news oriented state where news was instantaneous and reached all parts
of the country seemed to ring true.

But LaFarge found himself as an

American to be no better off culturally, with his "medicines, cameras,
and scientific equipment" than the Highlanders of Guatemala.

LaFarge

and his expedition had met another traveller on the road who had "just"
related the lindbergh kidnapping.

That such an atrocity should have

happened in an "advanced" country was a violation against humanity
which the Indians could not understand.

LaFarge concluded the episode

with these telling insights as they came to a village to spend the
night:
Then we managed to get rid of everybody. With the doors closed,
the place was half dark. We unbuckled our belts and put our guns
down. They were competent, trusted weapons, they ought to prove
something, but they didn't. My own son was almost the age of that
child. Dozier's expression had become very Indian, hard to read.
He was unmarried, but he had the Indian's natural, deep fondness of
children, their gift for feeling family ties. We sat down and
looked at each other. We had nothing to say, we rather wanted to
be alone, yet, feeling around us the presence of a nation of guilt
less people, we needed each other's support. Someone came by and
hesitated at our closed door. We sat without moving and let him
knock. In a minute he gave up and went away.
(Esquire, May, 1936,
p. 136.)
In the closing lines LaFarge conveys his sense of humiliation as a rep
resentative of a "civilized" country.

The unpretentious symbol of dark

ness and withdrawal conveys his sense of shame about the Lindbergh kid
napping.

In a letter to Gingrich, LaFarge objected to any proposal of

labelling this piece "semi-fiction":

"It would be too indecent were I

t6 here capitalize [on] the disaster [the Lindbergh kidnapping]
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fictionally."

(Letter.

LaFarge to Gingrich, January 21, 1936.)

Ging

rich placed the piece under "Articles."
The only semi-fiction piece that Theodore Dreiser published in
Esquire was "Mathewson," a two-part story.

"Mathewson" had been

rejected by Liberty magazine; subsequently Dreiser had written his old
friend, William Lengel, editor of Cosmopolitan, that Esquire had accept
ed his story for $600.

Dreiser, who had been trying to enhance his

status as a magazine contributor in his letter to Lengel, actually
received only $200 for each part of "Mathewson."
414-15.)^

(Swanberg, 1965, pp.

Gingrich would never pay more than that sum for any story

and did not in this case either.

(Hemingway received an exceptional

sura for "The Snows of Kilimanjaro.")

In a letter to Gingrich from Drei

ser's secretary (the letter may have been dictated by Dreiser) Dreiser
tried to "sell" this particular piece; his Chamber of Commerce approach
showed that even though he was an established writer, he too had dif
ficulty selling stories during the Depression,
Mr. Dreiser asks me to inquire of you whether or not you would be
interested to see a piece of his, recently completed, entitled
"Mathewson."
This is a real life study of a St. Louis newspaperman, who laid
aside all claims to money from his father, the owner of a large
printing company which he expected to turn over to his sons. Tem
peramentally opposed to a commercial life, Mathewson created and
sank into a strangely aesthetic world of his own, which presented
such a startling contrast to the city of St. Louis of his day that
it is striking in social color, and warm in thought and beauty.
(Letter. Evelyn Light to Arnold Gingrich, January 23, 1934.)
Perhaps because Gingrich was told that the piece was based on a "real
life study" he placed it in "Semi-Fiction"; the story itself had no sin
gular outstanding feature as a piece of literature, however.

2 74

Llovd Malian, a writer who had appeared only in "little" maga
zines, wrote one of the more moving pieces of "Semi-Fiction" in Esquire:
"Granada, Oh! Granada," the death of Federico Garcia Lorca.

The Back

stage note gave this information:
Lloyd Malian’s "Granada, Oh! Granada" is probably the only
authentic account of Garcia Lorca's execution. When he was in
Spain, during the Civil War, he met a young fellow who had deserted
Franco's lines because he'd been drafted in the firing squad which
murdered Lorca. His crude account of the poet's death was so ter
rible and dramatic that Malian read all he could of Lorca's work,
then he wrote the sketch.
(Esquire, December, 1940, p. 48.)
The piece starts with a description of Lorca being driven out
of Granada, seated between Civil Guards with rifles.

Malian showed

Lorca contemplating the beautiful sky and the reason he was going to be
shot:

he had written a poem critical of the Civil Guard, "A Romance of

the Spanish Civil Guard."

Malian's account, similar to Baldwin's in

style, added dialogue to the description to give the episode verisi
militude :
Eighteen kilometers from Granada, Lieutenant Medina gave the
signal for the cars to stop. It was eight o'clock at night and the
sky was like blue-black velvet. Medina shoved Garcia Lorca out of
the car after the Guardias were all lined up behind the headlights
where they couldn't be seen. The stillness was sudden and terrible
as Lorca calmly walked out in front of the white beams of lights.
"Pasa, pasa, poeta"! snapped Medina. Lorca smiled a little, but
continued his steady gait. Pasan si quieren paseer, he remembered
his own lines, and mirrored in the head a vague galaxy of misty
pistols. Only this time they had rifles, no less concrete because
they were hidden from sight in back of the glaring headlamps. And
feeling the rifles aimed at. his back Lorca suddenly paused in the
middle of the road and abruptly turned to face his executioners.
It was such an unexpected move that Medina gasped audibly. But
Lorca had not turned to plead with them to spare him. It was
instead the last defiant gesture of a great defiant poet.
(Esquire,
December, 1940, p. 68.)
Lorca then went on to lay bare the oppression of Medina and those like
him.

And, according to Malian's account, Lorca then cataloged the.
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great Spanish artists such as El Greco, Goya, Cervantes, and Lope de
Vega and their fight against oppression.
ordered the troops to fire.
tion.

Medina, tolerating no more,

But they were transfixed by Lorca's elocu

Lorca continued with a history of the savagery that the gentle

Spanish people had endured; he said he could understand Spaniards dying
at the hands of the Moors, but that he should die at the hands of
another Spaniard was beyond contempt:
"Beasts! Barbarians!" Lorda suddenly blurted forth, overcome
with his feelings. He started to say more, but Lieutenant Medina
came to life in a rage. He jerked his pistol from his holster.
"Cullon!" The officer shouted.
"Hijo de puta!" and fired his pis
tol madly at the poet, at the same time shrieking at the Guardias
to beat Lorca,
The Guardias rushed Lorca, beating him viciously with their
rifle butts, pounding at him in a frenzy. Several of the Guardias,
.hose most moved by the young poet's words, stood motionless, too
horrified to move an arm.
(Esquire, December, 1940, p. 69.)
Lorca ran, but he was brought down by rifle fire, Medina finishing the
murder by clubbing him to death and then firing three rounds into his
body,
Although Lorca was murdered on August 19/20, 1936, the Civil
War was a cause supported by Gingrich and many of his writers, so it is
obvious why this piece would have made print.

But Malian's feature had

its own virtues and it was a moving narration.
In contrast to the serious subject matter in the Malian piece
of "Semi-Fiction," one might gauge the variety and scope of magazine's
semi-fiction writers by comparing it with one of Esquire's first pieces
of semi-fiction, written by Gingrich himself.
"A Poor Man's Night Club" was a humorous and irreverent descrip
tion of a Chicago mission.

In the piece Gingrich took light-hearted aim

at the Salvationists with all the testifying, sermons, offerings and so
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forth.

In a way, this piece might have been Gingrich's own way of set

ting the tone for the entire magazine.

(Preceding this Gingrich piece

was a cartoon of an editor glaring at his secretary, who had before her
a manuscript; the caption was, "Miss Stern, this is a liberal magazine!
Why should we give a damn what our readers think?")
1934, p. 66.)

(Esquire, March,

Gingrich's object in the piece was to supply entertain

ment to the reader; his introduction set the tone:
Where Flotsem Street crosses Jetsam Avenue, in Chiengo, there
are many ways and many places to find entertainment and solace, cul
minating in forgetfulness, for the misdeal that life dealt you.
But you need money for all of them. Not much but some.
(Esquire,
March, 1934, p. 74.)
Gingrich goes on to suggest such places as "scabrous" five-cent stag
movies and ten-cent drinking places; for those with even less money
there was the Mission.

In this room, the size of a "farmhouse kitchen,

the testifiers gather for a warm meal in an ill-ventilated timber
tabernacle:
Cleanliness was not an early
is at home with smelliness. The
a thick cloud over the crowd and
finger into each separate stink,

Christian virtue and here holiness
warm perfume of armpits lies like
you feel that you could poke your
the way you break up smoke rings.

The metaphors match the metaphysics of the Mission.
ers arose.

First the shiils, and then the converts.

Then the testifi
Last, Gingrich's

favorites:
If it is someone from the rear third, it is apt to be a dirty and
disheveled bum, tattered and whiskery, who will mumble his first
words, then become more carefully articulate under the searching
scrutiny of the bouncing brother whose job it is to heave out the
palpably unworthy.
(Esquire, March, 1974, p. 74.)
After testifying that he needed God and prayers, he got a sandwich and
doughnuts, free, in the rear canteen.

After a number of testifiers

277

there is an offering— or a number of offerings— until the $200 "goal"
was achieved.

The meeting then began.

The various Brothers and Sisters proclaimed for church going,
against smoking, sin, the devil— all amid a chorus of "Amens," "Halle
lujahs,” and "Thank you, Jesus's."

Gingrich's grasp of the Mission

meeting forum and dialect seemed to have been gathered first-hand.

The

humor is self-evident in this rendition of a "balloon-breasted woman"
exclaiming how God saved her granddaughter’s arm:
"Dear one," says the big woman, "if ever a case showed that God
hears prayers and steps in where doctors fail, this was it. Stand
up and show 'em your arm, Isabel. See, folks, that arm's as good
as anybody's. Well, would you believe it, three doctors wanted to
cut off that arm. And I wouldn't let 'em go ahead. They had a lot
of big words to tell what was wrong with it, but I just kicked 'em
right out and I made ray son and my daughter-in-law get down on their
knees with me and pray to find out what to do, because the Scrip
tures say what God has joined together let no man put asunder and
God didn't mean for that arm to be put asunder and I knew it, and
so I asked Him about it and just as loud as I'm talking to you, dear
ones, here tonight, He answered me and He said that child's got
blood-poison. So I made my son call up a doctor in Chicago to come
out and look at the arm— my son lives in a small town and I never
did think those doctors out there knew what they were doing, but
anyway, to make a long story short, the doctor from Chicago came
and he said just what God told me about the arm and he lanced it
and took out three cups of that poison or rather pus, and so I asked
all my friends to pray for us that night, or rather this was the
next night— the doctor came in the forenoon and this was that
night— so all the Pentecostal people I know I asked them to pray
that night and we prayed in our house and the next morning all was
right again."
(Esquire, March, 1934, p. 75.)
This testimonv was followed by cheers and proclamations of God's "real
ity"; all cl these proclamations were followed x^ith squirming bodies
and moans and groans in strange tongues.

Gingrich concluded:

greet show and it. goes on until almost morning.
rate, for a free shoxv."

"It's a

A great show, at any

(Esquire, March, 1934, p. 154.)
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"Semi-Fiction" as a genre in Esquire was thus the home of these
semi-biographical, semi-factual, and semi-historical features that Ging
rich could not or would not put in the other categories.

However, the

anomalous nature of these works in no manner suggested that they were
inferior pieces of literature, as Baldwin exclaimed and Gingrich seemed
to imply in his letter to Dos Passos.

Esquire's "Semi-Fiction" was, it

seemed, a part of the magazine's infinite variety.
From Esquire's right column the magazine reader could sustain
those intellectual and cultural interests which he may not have found
in other parts of the magazine.

In Poetry he could find criticism or

philosophy, in Personalities biography or history or experimental fic
tion, in Satire amusement, in Semi-Fiction adventure, anthropology and
again experimental fiction, in Sports technical information or even a
sportsman's ethic.

Again, just as the readers' literary diets were

served by those top names in other parts of the magazine, even here
they could come by some of the better writings in the magazine by such
men as e.e. cummings, Federico Lorca, Peter De Vries, Parke Cummings,
Oliver LaFarge, and Ernest Hemingway among others.
The quality and quantity of the material dealt with in this
chapter is uneven, just as it was when it was first published in
Esquire.

Apparently the publisher would just as scon have dismissed

Poetry; its Satire was not really funny; the intent and definition of
Semi-Fiction was not completely conceived by the editor, the writers,
or the readers; and Sports was the Toy Department of the magazine.
Nonetheless, in this part of the magazine, Gingrich gave his editorial
best to his readers.
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C o n c lu s io n

After full allowance is made for its Sally Rand side, it must
be conceded that Esquire made a substantial and significant contribu
tion to American literature during the 1930's and to the twentieth cen
tury as a whole.

The magazine's alertness to social issues, its self-

contained sparkle, its humanistic editorial sensibility gave it almost
a Renaissance quality.

Mass-produced and mass-distributed, its reputa

tion was as immediate as the men's entertainment magazine whose ads
were mostly haberdashery, liquor, and automobile oriented; however, its
literary worth x?as largely unrecognized or disregarded.
Born in uncertain times and the progeny of a mercurial publisher
who had a real or imagined Semitic persecution complex, Esquire was a
success i.n spite and because of these odds and the Depression.

It

expressed the spirit, of the age, a kind of fermentation John Steinbeck
recalled in the June, 1960 issue of Esquire:
Sure, I remember the Nineteen Thirties, the terrible, troubled,
triumphant, surging Thirties.
I can't think of any decade in his
tory when so much happened in so many directions. Violent changes
took place. Our countr}' was modeled, our lives remolded, our Gov
ernment rebuilt, forced to functions, duties and responsibilities
it never had before and can never relinquish. The most rabid, hys
terical Rooseveit-hater would not dare to suggest removing the;
reforms, the safeguards and the new concent that the Government is
responsible for all its citizens.
(Esquire, October, 1974, p. 127.)
In the magazine industry Esquire epitomized change and ferment during
the Depressio n .
In the most fundamental sense Esquire, was actually about adult
education.

Through its meld of fiction, movie reviews, articles, repro

ductions of art and the rest, Esquire readers became familiar with some
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of the best ideas of the time and in an entertaining way.
zine's moral idealism was human idealism.

The maga

A tireless advocate of all

freedoms— among them justice for the blacks, support of the Loyalists,
the press (particularly its historic case with the Post Office in which
the Supreme Court decided for the magazine), and release from irrelevant
sexual taboos— Esquire1s fresh and readable pieces gave its Depression
audience information, and not the empty testaments of faith retailed in
The Saturday Evening Post.
During this period The Saturday Evening Post was the antithesis
of Esquire.

A literary critic and cultural historian of the Depression

made this revealing observation;
The Saturday Evening Post marched stolidly through the grey decade.
But the dullest American who read his Post and sat through his per
ishable films, who dreamed of the Big Break and voted for Landon,
had no real faith in his own faith. That dull American laid down
his body at night in misery and anxiety, and rose at dawn with an
oppressive sense of little awaiting him. . . . Never before was lip
service toward "The Star Spangled Banner" more perfunctory. The
Boy Scouts dwindled to a corporal's guard. The cliches of Religion,
Home, Opportunity, Neighborliness, were kept by the lackeys, fools,
and stipendiaries, while their parishioners struggled to recover a
sense of their relationships to their fellows.
(Filler, .1963, p. 4.)
Amidst the Depression no middie-class man was certain of his economic
security.

He hung on to whatever gave him dignity and id e n t ity .

as now after a man loses his security, he has only his ego left.

Then
For

this reason, Esquire was a serious magazine because it offered a sem
blance of a tough-minded masculinity with which the middle-class male
could identify or pattern himself.

The Post with its appeal as "family"

magazine by intent included mostly subject matter for the immature and
non-intellectual audience.

3v including a healthy portion of sex,

Esquire immediately was an "adult" magazine.

Of course, Esquire was
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more than just "tits and jokes," it was a permutation of what could be
found in the old humor magazines on one hand and in The New Yorker,
Harper's, The New Republic and Story, for example, on the other hand.
In sum, Esquire's literary achievement came out of its tone—
anti-academic, anti-stuffy, anti-nice, out of its complex variety, and
out of an excellent editor’s work.

In this magazine the editor, Arnold

Gingrich, was more important than the people he published.

FOOTNOTES FOR CHAPTER VII
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tiously, a researcher of Esquire in North Dakota needed all the help he
could get. Baldwin, the military editor for the New York Times, appar
ently felt that George McGovern, the. South Dakota Senator (and North
Dakota's neighbor) and the then Democrat Presidential Candidate, needed
to resea"~h— most likely inform himself of his position on defense.
During the campaign, McGovern held that the military-industrial complex
was bloated with excessive federal spending, and thus to people like
Baldwin he perhaps appeared to be anti-military, which was not strictly
the case.
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E3Q OGLETHORPE AVENUE EAST
SAVANNAH
GEORGIA

31401

April 22 72
Bear jktr Bine.:
Thanks.But no comments on this.All
dealings went rhou0h agents,no personal contacts
personally whatever.
Yours sincerely
Conrad Aiken

$ '
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How did you first come to Esquire?

-.

'ehat was your opinion of Arnold Gingrich as an editor?

wevur met him, oeened competent.
.

was Hi teres tea
in sea stones.

cad

Bo you recall what the nature of Esquire was to men of letters?

WG'f SoR c^se— out nder Gingrich anxious to improve and oroaden
its reputation— not just a ".jirly" magazine-but an adventure one,
U.

Bo you recall what Esquire paid for your contributions?

primarily

ior

men.

Wo, out in the ran^e of Harper'sCwnicn paid about >300 to »5i>0), or
pernaps a 11tile i.i^ner——maybe i^GO.
5.

Do you recall how the literary contents of Esquire were received as literature?

i aon t nn,w, out * don't oeiieve most of tne contents were thought
of us lasting literature. i»ow and again an exceptional contribution
mijit stand out.
6.

four "semi-fiction" is based on facts of recorded naval history. Would you
elaborate on your ideas and methods of "fictionalizing” these accounts?
Do you see, for example, that your stories differ or compare in nature
to Hersey's Hiroshima or Capote's In Cold Blood? Or, is your "semi
fiction" another name for "historical" fiction?

i oeiieve tne ma^auma labelled these— and other contributions—
"semi-fiction". Ky memory is not abs-lutely clear about all this,
but a do recall--especially later wnen i put some of the above
and other pieces -nto booh form ("AdBiail Death"; "Sea Stories and
onipwrecKs"— being a little irritated that my extensive research nad
been souewhat degraded by the "semi-fiction" oxt. I simply tried—
with meticulous attention to the facts— to dramatize nistory; my
piece"RMS litanic" ^Harper's; was perhaps tne best exauple of tue
.vind of thing I was trying to do, and was a Kind of trail blazer—
tnougc. ®rtainly I can make no claim to originality-for this genre— Walter .uord; Coraelius Ryan, etc. etc.
Ity papers dealing with tnia period are in t;.e
Hanson W. Baldwin
Yale Univers^ ii^a^-5i7t/.5HgShOUliJe?ii»itfl?re
1 understand y..ur predicament in rtorth Dakota; George ncGovern
aate
needs to do some research badly.
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1.

How did you come to be Included ir. the first issue, Autumn .19- . , of Esquire?

I was living in the State of fcaine at in* time. As I recall, I
received a telegram from Gingrich asking me to submit a story. I
assume that he had read some of ay short stories in little magazines
of the era.
.

What sort of arrangement, if any, did you have with Arnold Gingrich about
future stories?

None at all. However, I assume tnat my literary agent submitted
stories to Esquire as a matter of course.

b.

What was your opinion of Arnold Gingrich as an editor?

Have $reat admiration foi him as editor, of course. He was one of
the first to publish my short stories.
U.

Do you recall what Esquire paid for your stories?

Do not recall, however, much more than little magazines— which
paid nothing. (Perhaps received $200 or 300 fro Esquite),

5-

In your view what was the nature of the literary content of Esquire in its
earl;.- years?
-------

One of the new era mazarines that used good- \real good- fiction.

6.

Do you recall how the contents of Esquire were received as works of literature?

This is ndt mv field. Let the critis have their day about this.
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J ack C o n b o v
701 FISK A V E N U E
M OBEBCV

M IS SO U R I

65170

August 2, 1972

Dear Mr „ Bina:
I must apologize for being so tardy in answering
your query of March 18 about ray ESQl'IRE experience and opinions.
I've been traveling around a bit, lecturing here and here to
make a buck or two. However, the necessity of napaiming "gooks"
in Southeast Asia seems to take so much of our national income
that colleges are hard up for money— or so it seems. So the
going rate is less than half of what it was before the Nixonic
"prosperity" took full effect. Then, your inquiry somehow
got misplaced in my "answered" file and just came to light
today. The return envelope reminded me that it had not been
answered. Not that it will be of much use to you (I mean
my belated answer).
The best of luck to you on your thesis labors.

Mr. Clarence A. Dina
402 State Street
Grand Forks, North Dakota 58201

2 89

1.

Had you submitted other stories to Esquire before "Happy Birthday to You"
was published?
This story was submitted by my agent,Maxim Lieber. 1 don't know whether he
had submitted others. Most of my fiction at that period appeared in THE A F R I C A N MERCURY

2.

Esquire math most of its money on selling ads to big business. Do you think
this is one of the reasons why it published so few "radical" writers or so
little "radical literature"?
As X recall it, ESQUIRE did publish radical writers (Hemingway was considered
radical then) but of course the appetite t- r big business ads could influence
selection of material and did with many magazines of the time.

3.

What was your opinion of Arnold Gingrich as an editor?

I always thought of him as a rather discerning editor with good taste, liberal
in his artistic and political opinions. I knew Meyer Levin slightly in Chicago. A
good man who has consistently maintained a compassionate and humanitarian attitude in
his writing.

h.

In your view what was the nature of the literary content of Esquire in Its early
years? What was the view, if any, of your writer-friends of laquire?

Generally good, and the money was good, too. Radical magazines, like my ANVIL,
could hardly pay the printer^let alone contributors.

5•

Do you recall how the contents of Esquire were received as works of literature?
I didn't see every issue of ESQUIRE. Part of the time I was living here in

Moberly, too poor to afford a subscription.

I should say,'hcaaever, that the

literary content was generally respectj^Some of the prominent "literary" writers
of the time appeared in the magazine.

I don't see it much any more. Hugh Hefner
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1.

How did you first cane to Require?
I just submitted pieces. rinAily they bought one.

2. Do

you recall what B a y lire paid for your satire?
About ^10C At the start.

3.

iS u t t

8200-5250 Hater.

-was your opinion o f .Iwanil L Glrwprich M

«c editor?

Above all— courteous* K« always wro^e me personally. whether an acceptance
'
or not. But if it was a rejection he would honestly say why.

*».

In your view whan, t u th e naJtmre o f th e. lite r a r y oontent o f Esquire in i t ea rly years?
As I see it the magazine was iqore interested In general philosphical
p rin cip le s rather than nari-oJ-poltics. I can't imagine it glorifying Calley
on its cover (as it did recently) in order to buttress circulation.

5.

Do you .r e c a ll how the co n tests o f Require were received as works o f literm tava?
I'd hate to set myself as as authority. In the period you mention I would
say the literary content was regarded
as improving.

6.

Did you have any acquaintance w ith the other la quire s a tir is ts lik e Richard
Ajisasou, Gao. B . Anderson, V a lte r Brooks, A .D . t i c k s , Raymond K n igh t, Louis F a n l,
(^D ouglas Welch^or others?
If

7. Your satire is not
of your satire?

( C 1'

Only Welch— and I just met him once.

of the anileions sort.) Hoe would you characterise the
How did the Great Depression affect what you wrote?

nature

I hope my satire is on general principles. I've tried to make it universal
— by no means always succeeding— rather than with an ax to grind. As regards
the Great Depression I regarded it as beginning to end by 1933— although
by no means over. I thought of the worst of the Depression as 1930-32.
Doubtless many people won't agree. However, I would say that few of those
k2 pieces you list wape)much affected by the Depression.

"//
/
/
Parke Cummings

date

J

/

y
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Nov- York, N.Y.
May o, 1972
Dear Mr. Bina:
I don't think I can be of much help In s-ipplylnc prist for
your thesis. Esquire -'-as 8r) interesting and excising new magazine when I
began writing, so naturally I submitted things to It. I guess I blitzkreiged
?*t.ver levin, who ’n addition to his movie reviews was a reader for the
magazine, with innumerable manuscripts before *hey began to acr-apt my work
(in, of course, the order in which you note theKtexz stories and poems).
I had e good opinion or both him and Arnold Gingrich, "either
of whom I met more than a few times. I saw Gingrich once in his office,
and a fe,rf times at his home. 0„ one occasion he was host fo Ralph Bates
who was going around the onntry raising money for th Spanish Loyalists.
There was a reception at the Gingrich house, a benefit t0 raise money.
I was told that Gingrich had offered to match whatever was contributed
by the other guests. I have no idea whether the report was accurate or not.
Another time he fex4xz and Mrs. G<ngrich gave a party^for Julie Hayden and
Eddie Dowling and the other members of the cast of Tve Time of your Life.
I ran into Gingrich last year on a plane from Chicago, when I learned
that the Mrs. Gingrich I knew then had died, some time ago.
I don't remember clearly what they paid for stories and poems.
I do remember it varied. I suspect they paid more for names than for
unknowns or relative** unknowns.
I don't know how Esquire was "received as literature", or
whether there is any simple general answer to the question. What was
literature in it was recognized as such, mixed as it was among plainer
fare. For the contents were a mixture, as varied, say, 8s a can of
mixed nuts which will range from t'-e lowly peanut to the patrician almond.
I can't ansver any questions about the "nature" of "satire"
in Esquire. I rather suspect they labelled things szikazz so as to maintain
a putative rangetot srread, in the book from month to month. I generally
cxakaxzxzktuUzd fi«azxsxfT#Hz*zpiwg»«xfxomaxzxz eschew such categories and
distinct'ons and differentiations, indeed flee from them as fron^a plague,
being limpidly content with the idea that what's funny is funny* and thanks
for it. Distinctions abou* what's satire, comedy, humor, ataxz farce, etc.,
are 8 quagmire Into which I prefer not ssttlng foot.
Ho, no recollections about the regular contributors in *he
early years.
No opinion about "Songs for Eight O'clock" either. Call it
what you want. I honestly don't remember it ve-y clearly, not having read it
since it was published, I read Fearing, thong’-' T don't tv>ink I was influenced
by him. Eliot is someone we've all taken in through our pmuM pores, ol
course. I wrote so little poetry that I think the matter of influences in
my case is a littia absurd.
None of '-his will help youf thesis I'm sure, but anyway '•here
Good luck,
It is.
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Hew did you come to write the first review for Esquire?
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2. Whet sort of arrangement, If any, did you have with Arnold Gingrich about further reviews?
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What was your opinion of Gingrich as an editor?

k . In your view what was the nature of the literary content of Esquire in its early years?
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Do you recall hen# the contents of Esquire were received as works of literature?

Janies T. Farrell
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ANTIOCH

COLLEGE

6 May 72

Lear Mr. Bina:
Communication is uln\%yz difficult, except when items are being intensively
explicated in special publications, because we are non-historical minded, and
do not work hard to maintain continuity and a sense of the changing meaning ol"
words and opinions. "Working class" literature did not mean writing far or by
workers, but an attitude which enabled ffacdonald to think ol' himself as a com
munist, while working i'or Fortune. Hazlitt was perhaps a more thoughtful and
responsible type of Thirties ’radical," and retreated to his present ireeenterprise position - or advanced to it - through more logical stages of cere
bration.I
I am not clear how I could further clarify the paragraph. The selections their tone and direction - should reveal the stark differences in Thirties and
present thinking. The Alroy selection depicts a state of mind which helped give
dignity to a Macdonald’s essentially undignified thinking. Your thesis can be
helpful, I think, in providing one measure of Esquire’s readership - its inter
ests and approach - as compared with some others on the scene, between the SEP
and ths New Masses. Inqportant, too, I suspect, would be the response of "squire
to changing times. But in any era, the question of quality is major, and it
would be interesting to learn how you would assess one over another, and, of
course, the overall contribution.
With best wishes for your work,

Sincerely yours,

LOUIS FILLER
Professor of American
Civilization
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June 28, 1972

Mr. Arnold Gingrich
Office- of the Publisher
Esquire Magazine
438 Madison Ave.
New Y o r k , New York
10022
Dear Mr. Gingrich:
I did indeed make the trek to th“ Kemiire

..^ <— chip a m

y-..

— j ~i- l

of course; the cream of the correspondence was not on microfilm there.
However,
I did get a few things out of the films that gave me a flavor of the action at
that time. While there, I also looked through several of the original copies.
Great!
(My study is being done from microfilmed copies of Esquire.)
Further, I chatted briefly with Helene Richards. Amazing w o m a n . S h e ' s
promised aid, also.
In total, the trip was worth the time and money, and it
gives my dissertation the needed "original research" content to satisfy my
committee.
Back to the correspondence.
Do I need'ycnur.j>er&J.ssion for rights for any
letters I m a y quote from th e j ^ r r e s p c n d s n c e ? '-I want to keep my project "clean";
hassled now that I've nut so much time and monev

raldine Resscr, that generous and most kind person, was of immense help,
e's certainly a loyal Esquire employee.

,
'

-wV for some quest! ns. (See page two.)
In this letter I ’m asking about poetry,
semi-fiction, and satire.
In another letter, I'll have some questions about
fiction and articles.
Y

'

‘

Clarence A. Bina
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O FFIC E OF T H E PU B L ISH E R
■480 M A D I S O N A V E N U E

THE MAGAZINE FOR MEN
CH ICAG O

N E W Y O R K * N .Y . 1 0 0 8 3

27 April 1972

M r. Clarence A. Bina
T h e University
Unive:
The
of North Dakota
Department of English
Grand Forks, North Dakota 58201
Dear M r. Bina,
I’ m sorry to have been so slow in getting around to your
letter of March 13, but I feel pretty sure that if there are
not too many of those intelligent questions you mention, and
if they’ re not so involved that it would virtually be tantamount
to doing a dissertation to answer them, I probably could cope
with them in a letter.
There are microfilm files in Chicago, as the original c o rre s
pondence was considered too bulky to keep over the years and
everyining was photographed, so you’ d have to look at things
through a viewer. I’ m not sure that it would be worth your
while, as a lot of the letters from people like Hemingway and
Fitzgerald were written to me at home and never got into the
file s.
But let me know, when you reach that point, what you’ d like to have
me answer, and I will if I can.
Sincerely

A G /jb
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12 May 1972

Mr. Clarence A. Bina
The University of North Dakota
Department of English
Grand Forks, North Dakota 58201
Dear Mr. Bina,
I've told Geraldine Reesor in our Chicago Oifice to
be on the lookout for you towards the end of May.
The office is located at 65 East South Water Street,
Chicago, Illinois 60601.
Sincerely,
,

•")

— .■>

Mrs. Jed Braun
Secretary to the Publisher
jb
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Till: M A G A Z I N E F O R M E N

O F F I C E O F T f t E PIJ B L I S H E R
M AD ISO N

N I VV Y O R K

l H1CAOQ

AVENUE

N E W Y O R K , N Y. 1 0 0 2 2

25 April 1973

Mr. Clarence A. Bina
The University of North Dakota
Department of English
Grand Forks, North Dakota 58201
Dear Mr. Bina,
I've been waiting for a chance to answer your letter in
detail, but I'm beginning to doubt that I'll ever get that
chance, so this will have to do as a quick (even though
belated) response to your various questions. I mean,
that is, a quick off-the-cuff and unstudied reaction.
About our being’Midwesterners--I think all Midwesterners
tend to think that the world is waiting for them to take it
over. They can’t seem to wait to get out of the Midwest.
But as the saying; goes, "You can take the boy (or the maga
zine) out of Chicago, but you can't take the Chicago out of
the boy (or the magazine).
I can't imagine that my Mennonite background could have
any possible bearing on the shape or form or tone of Esquire.
My father was a Mennonite, but they threw him out for
marrying "a woman of the world" (a Methodist).
There was never any falling out between me and Dos Passos.
As far as I knew, he and I always got along fine, though
Hemingway always told me that Dos didn't like me and that
it was only through himself that I got material from Dos. I
always doubted that, but references to me in some of Dos
Passos's memoirs would appear to confirm it.
Dave Smart was invited to the White House as a friend of
Jimmy Roosevelt. It seems to me, though I'm not sure of
my memory on this, that Dave bought a considerable amount
--over

Mr. Clarence A. Bina

-n-

4/25/73

of insurance, if not directly from, then as a favor to,
Jimmy Roosevelt.
No last words about Ezra that I can think of. He did send
me a postcard, after his release from St. Elizabeth's,
saying thanks for the magazine’s help in getting him out.
My bio is: born Grand Rapids, Mich., December 5, 1903;
attended public schools, graduating from University of
Michigan 1925; went to Chicago to become advertising
copywriter, which I was until hired by Dave Smart, Dec
ember 10, 1928.
Sorry for the haste, but if I don't get this off now it will
be too late to do you any good.
Sincerely,
Arnold bingridh
Publisher
AG/jb
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AugiSt 27, 27,
Clarence A. Birm
De artment of English
universl ty or North Dakota,
Grand Forks, N.D.

58201

Dear Sir:
At first I was going to answer:"Dear sir:
Yours Yours of Aug 15 Inst. Piss on It. I am 81,have
just finished a book on the history of professional
golf that is a great job no son of a bitch will read,
and

am learning to communicate

by touch typing after

beating one of these damn things since I was 15. And you
ask

me to grunt

ago.I

have had

out some kre copy about 40 years
enough of the frail and

memories of old bas

fantastoc

tards In gllf to convince me that

that, the recall of another old bastard oiled by a lot
of beers can do your research any good.
‘ihen I thought ...what the hell: I have been
amund newspaper and magazine business cowierlng sports,
government,crime,general news rellhlon.sex and economics and
hva

metmany,many

ramoua people like Frank Rooselvet.,

Babe Ruth,Winston Churchill,Elsenhower ,Mrs.Ghandl, Pnpes,
Jack Dempsey, Walter Haen,drnoid Palmer and auto race
drivers and Mrs. Qhandia and the d-inted Martin
Luther King and D ther Divine who is an entry with
H E R B

( j R A F F I S

»
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And then I thought, damned If all the guys I eve
have metbend heard about— great newspaper and
magazine g ys and others sublime, 1 f that easy
going wooden shoea

Gingrich really Isn't the nearest

to a Grade A working genius 1 ever have met. If I’d
paid any attention to him and read my copy twice
Instead of

farting around and having

fin and loving

happily or. 180 per cent of my :ncome he would
have made me famous,unhealthy, unhappy and calling
everybody In the IRS a dirty miserable mothat...
And Dave and
Smapthen John,
thi- were pari of my heart and Dave's wive Gaby who
loved her tenperamental hsuband so
have
people

been arrested,..or shot him.

much she should

All of a sudden these

became parts of American history ,llke

wahsirgton.Lincoln,sanlel Roone,Tesy Ross and old Uncle
Tom,

GlngrlcQ had more

influence on Am ricn literary

history than any other fellow— before or after him—
but he didn't g-t any schllarlt

ink o r

in the light of the ehs glng times,

rating

I have

read

a sh ithousefull of literary critques and hlsory before
H E R B GRAFFIS

• T H R E E L IT T L E C A R L O S L A N E

• F O R T M YERS BEACH . FLA

33931

•
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813

463
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my eyes went dim and bigod I suspect tttovffigVch
was
down

in a class with those earlt New Knglafcfl ^ editors
through the magzlne boom days and past~Rbss

or the fJYorker.
Until I got your letter I never realize how
much

of

a geniuse Gingrich is and he Is the last

guy In the world to want to be Super,an and with an
eggbeater up his ass and a n outspread cloaks fly
out to save a beautiful broad and the rest of
unculured humanity from a fate worse than death.
Good luck to you in your fchite heat of
/
creation. I hope you proel Arnold onard and upward
in litchracho^r to whore the saints come marching in.
Yours^

f

f

1
I

n
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lClarence A . Blna

Augist 27,1974

Department of English
Unlversoty of North Dakota
Grand

Forks,

n .B.

58291

Dear Mr. Bina:
It Is good to learn about the assignment
you have given yourself.

I believe you will be exploring

a significant end neglected

spot in smerican literary

history. The tranquil and talented Arnold Glnrlch
hasn’t been given ouch ink in the stpr es of Chicago’s
literary reputation and Influence that records the
contributions

of Garland,,Dreiser, Ade, Dunne,Sandburg,

Ferber, Lardner,Ms Monroe, Becht,MacS’-thurmAde and the
picture story tellers John McCutcheon and Clare Briggs.
The Gingrich editorial cretalon had proved
to be more enduring art than
most American magazines.
High prediction costs and

murderous postal rates

make the present a bag bad tine for magazines. The
National Geographic and Reader&s Digest are the hardy
perennials. Cf thr newer magazines on devoted to
televlsloand and another known affectionately as the
masturbators’ home

Journal have high cl cylatlons

indicating the cultural standard o' the period.
Enquire with the Glnrlch editorial pattern has

303

2

survived the generation gaps.

0ne r6EOTBwtwx

reason

It Is alive and well Is because GinrlchxxJtadhas had
first class backstopping from the publisher.

Fave Smart

was the originator and first publisher of Esquire. Folio
ing Dave's death I believe that Arnold may have been
publisher for a while and the youngest brother,John Smart.
I'm not sure

. But backstage

Blinder whose business

there long has been Abe

Judgment has kept Esquire sound

and afloat although some of Its offspring publications
were killed when they couldn't support themselves.
offspring— -Ken and Cor onet among

These

them— didn't have the

Gingrich sensitivity for their areas of clrcu ulatlon.
I was told

that Gingrich as an advertising manag

er for a Chicago clothing conpany

( Hartjlekwmf

Schaffner and Marx?) had a sure a touch in men's clothing
merchandising copy as the famed Lyendecker brothers had In
their clothing ad illustrations.
I have a hazy recollection that Gingrich
got together the first Issue of Esquire which was
Intended to be a quarterly but was sold so qu' lkly and
commented on so favorably Dave Smart,the het-propelled
brother,
give

quickly decided to make Esquire a monthly and

It a strong play on the newsstands instead of
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distrlbting through men’s stores.

Dave and A1 had

been published a bank magazine that was syndicated
Imprinted with the name of the purchasing bank.
They’d done well at this but not sensationally.
David A. was the brilliant brother jWl th a fe^ng
for art,a passion for perfection, a drive that
was an entry with migraine headaches,a love of
the

beaitiful that was happily attained with

his wife,Gaby

stayed in Chocago as its loveliest

model wi hout suffering

from itchy feet and

seeing the world. So many of the most interesting of
their contemporaries came to visit

Dave and aby Smart

in their magnificent horae^hidden away In Golf,
14XI.,a northwest suburb of Chicago.

*30.

A1 was the brother who k " kept the store."
He was a perfect balance for David. The younge^
brother,John,didn't come into his own until after
the deaths of his~-fl®*iw brothers who were not
long separated in leaving the worlH?8Sibly
Gingrich,along with Blinder,contribted materially to the
growth of John as a publisher.
the Ditch

Gingrich retained the

S'Xid business sense he'd braagltt had when

he came out of the tulplp country of western Michig an
into clothing advertising in Chicago.
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Gingrich never was much for sports exc«*t, for
fishing and a casual degree

In some hunting but not

to the big game far-away gunmanshlp
Hemingway.

of hls

friend

Qlngrlrich was a scholarly,lazy flsherO

man of the Isaac Walton type. Championship fights he
RAomos

regard as a spectacle of the spectators rather

than a fist Osllnging contest that meant

anything

exce pt a couple of way for a couple of Dock Number Three
guys making more money easier than ttaqccx by labor as
steveadors.
Gingrich dldn'toocgetake much interest even
in a heavyweight championship fightjlooklng at the affair
as Arthur Brisbanemthe Hearst editor did: " So what,a gwxll
gorilla co uld lick them both."

He could take

baseball or leave it alone. College football

interested

him as It was a show window for men’s wear and and
a goo.: merry co-educational mob scene. Dave Smart
didn’t care muh

for sports either. He attended the

big events because as the prominent publl sher of The
Magazine

for Men he was

expected to be present.

A1 Smart was

mildly interested in the general

sports scene
what made

but was an avid golfer and

a good story

could sense

for golfers. Brother John

also was a pretty fair golfer.
I

got well acquainted with Gingrich and the
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Smarts after sending fcjsqulre an article that had
gone the

rounds, I forget what the sports subject was.

Those days with a lot of magazines as a market
lewspapermen,especially sports writers did considerable
i‘ree-lancing.
Y.

hater that market virtually vanished.

had started in newspaper sports work duurlng

high school vacations
vas

lr. Chicago

sandiot baseball and prarie

in 1908 and 1909. There
football

Involving

hundreds of teams. The line-ups and scores of those
games sold papers.

I tried to get aw^y from newspaper

business because I'd seen too many veterans with
green eye-shades,bad teeth, hangovers,bleeding piles and
plagued by loan sharks

to have me

romantic legends of the trade.

fascinated by the

But after going

into

fcisiness Journalism where there was mere money I
partially backslid, happily into newspaper wo k doing
r sorts column

m

for the Chicago Times, editing nd

publishing a couple of golf magazines with my brother,
iolng some sports radio work and as a ghose or under my
own

by-line

enough magazine sports pieces to

surprise myself with money.
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Gingrich

told mo why he didn't like the

piece I'd sent him.
drae

As I remember he was quick on the

about the flaws, major or minor,in any piece. In a

big way he had the gift of the old time newspaper
copyreaders who

edited so many ordinary pieces of

copy Into ex raordlnarlly go d newspaper stories,
Arnold said he had enough stuff to get out
several issues but was weak on sports,

we discusses

sports and sports writing, Gingrich had somewhat the
same attitude toward sports hysteria that some older
newspaper friends of mine had,they considered the
sports scectlon as the Toy
But It sold papers

Department of the paper.

to the same sort of crowds to whom

the Roman emporers gave circuses and bread,

Dave

had more feeling for art a nd culture and the fancy
business but he knew Esquire had to be fairly strong
in sports.
So

In a

casual,unofficial way I became

sort of a recruiter for Esquire on sports. The magazine
didn't pay like the Post,Colliers or Liberty.
on a

It was

tight budget I sup ppose. I heard that Gingrich

had picked up Big Name stories

from the

gents of

of the Hemingway,Fitzgerald,et al, class, that hadn't been
unloaded elsewhere sc any money waa better than keeping
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the copy In the

trunk.

In the early stages
notoriously
money.

the New Yorkers wasn't

for spoiling artists and writers with

Vanity Fair was another magazine that

didn’t pqy much but the stuff was good and
the talk

out those th 'e magazines paying off

In reputations did have some

merit to It. They

made plenty of writers and art stlts top price
market

Items.

Paul Galileo, a big,affable,ingenious

and dilgent young man doing a sports column on the
Mew York News began doing pieces for ifeapvanlty
FUex

Fair .

one o:p Galileo's early pieces was

based on a city editor on the News,

it was sold

to the movies and Galileo bought a house in England
with that money He was a and still Is a laboring
hedonist who always goes

first class. Galileo also

wrote a Vanl y Fair piece baaes on Babe Dldrlkson.
It

lntrdduced a term into the lexicon:"Muscle Moll.

Babe didn't like the story and she was going to belt
Galileo. She might have,too,but Galileo kept him
self in good trim and It

might have made a fine

fight and If Galileo had lost he would have sold
a piece " I Was Decked by the Babe."

But the Babe £
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was a forglve-and-forget-and-the-hell-with it girjso
Galileo

lived happiiu ever after.
Esquire,as I recall,paid %150 to 56300 for

sports

stories
for

I think I did line up some sprkllng

them but T was no agent

cud not

on the

staff... merely a g y who knew Arnold and Dave and A1
and could get

them some pieces Esquire neededed and

gat money for friends on sports staff9

,

One of the

funniest writers was Jack Miley.a New York sports
columnist. Often he would do a column dlnler than
Peglar.

One Esquire piece ofx by Mlley was on the

New York boxing commissioners . It had the title
11lynksn, Blyksn

and Nod ( Bins check spelling Wlnken etc

)

I think the first copy sold on a New York City news
stand had one of the commissioners threatening to
sure Esquire

for libel.

Pave Smart would right anyone

in an alley but he was plenty court-shy.
had

so that

Esquire scared or Mlley for a while.
It was a bit of a Job to tease some sports

writers into Esquire. Mist
were

of the good ones In New York

too tured after doing their columns to want to

work on magazine pieces. I don't think Esquire got
Peglar,Joe Williams mDank Parker or "Sherrlf McGeehan."
They were great. One Esquire

triumph was a piece by
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John Klernan whose

sports column In the New York

Times

was

bright artas reportlnf,comment and

a mirror

of the times. I think there were esquire

pieces by Red Smith whenhe was a
wno maue

type

fresh nosey fellow

jump outof the page and tell you about

what happened.
To score with Gingrich was the ambition of many
sports writers who became masters of their trade. Their
trade isn’t what it used to be whenxM Bill MoGeehan
wrote his Ederle lead " The white cliffs of c,lover
must have seemed as distant as the portals of eternity
as the

b utcher’s daughter clawed the icy channel,"
I think Hlmmy P0wers of New York, Bob

Considine,then writing tennis in Washington, and
Shirley Povich of Washington, Bi 11 Cunningham of Boston
and I forget who all of Chicago,Los Sngeles,St.
Louis,Detroit and other papers were
doubt

that Grantland Rice was

too many outlets

in Esquire. I

in beca use he had

for any magazine copy he wanted to

do,before Rsquire started.
George Kirksey of the United Press write
several Esquire

articles.

He had a sure-fired way of

selline them ..and they always were good sprightly
copy on

fiery incidents and personalities.

3 11
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George Klrksey of tne United press would

law away column Items and slants unr.il he left
for his vacation.

After the college football

season ended Klrksey would whip ouy a couple of
quire pieces, mall them to me to

pass along to the

High Command with requests to have the check
sent to him at Live nool or Marse Hies, New Orleans „
Rio o r some e\i - port ,a*xw
and need mone1

“

Instructions and

said they could n’t let art down.
sports

I will be broke

iingrich and even Dave Smart always

got a laugh out of Klrksey' 8

wrote

as

copy that

laughed. He was

fortunately Klrksey

Jumped and howled and

about half way between Peglar and

the UPI's later talent,the,Oscar the Funny and Fearless
Fraley.
Sports were fun when Gingrich was taking off
•
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flights.
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comic
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favored the pieces that treated sports

relief from worldly care,except when
fronted for a

feverish about

golf Instruction article. A1

some articles xxJnrut by Tommy

Amour and Be n Hogan when they w e ^ l n t^elr early
discovery period and by Car^y MM^nswsigw m Mlddlecoff.
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Vertjr few of the

''musing

sports writers

played up by their papers

are

as In the Peglar,

Lardner and Henry McLemore times.

Dave Confon of

the Chicago Tribine and Jim Murray of the Los
Angeles ?”.s

continue to write stories as though

sports are entertainment but the commercial and
so-called social pressure has many of the able
-^writers reconcllved to doing sports coverage as a
chore sauch as coveri ng the

real estate market,

obituaries
Gingrich seemed to have an accurate editorial
reaction to sports although he wasn’t sharply interest
ed

in haminity's Topy Department. He

gaye a good

play to the scholarly John Tunis,wh I believe,was the
tennis expert of the New York times before Alison
Danzsig.

Tunis was ardently devoted to amateur sports

spirit. He wrote books of the Dick and Frank
Merrlwell

theme, showing how the clean kid

triumphed because his heart was amateur pure and he
had

the strength of ten.

that the big
the amateur
a gate that

Tunis agreed with A.A.stagg

stadium financing was

going to ruin

spirit of collegiate sport by requiring
could bepr0 fjtable only when

football
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speclalis s instead of scholars came to school.
Stagg and Tunis were
they would
pro

right as Gingrich

be. Thecolleges

football. Coaches became

trainers for football squad and

su mised

became a farm system for
recruiters and animal
college

faculties

and administrations were under compllsion to
give scholarships
who were

and massing grades to young primates
prefers...^ over young

men and women

who needed scholarships for learning.
The color

angle In

sports never meant a

thing to Gingrich. He simply was fair

.Arnold

didn’t see any sin in being realistic. When Branch
Rickey broight Jackie Robinson into mahor league
baseball because
Branch was
any reason
having

Robinson was cheap and goof and

tight andsmart GingroucJ
for being gassily

didn't a

see

racist about the deal and

Dark town Strutters Balls dedicating stained-

glass windows to Rickey. Gingricj was an e dltor to
sell papers in all seasons.

The Smart brothers were Jewls

like most gentiles are Gentiles; going to church
when convenient on a few holy days. As far as anyone
knew Gingrich was bossed by no hel glon.

One of the

few edlritRl pets he a ver had among the glergy who were
not adverse to breaking

into type was Bishop Bernard J.
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P
J. Shell! of Chicago,

Bishop Shelllfonce a promising

baseball player -ho was chaplln at Illinois state
prison at Joliet,strated the Catloc Youth Orga nizatlon,
which featured

boxing training and matches,

Glnrich wasn't

a fight fan and had been chilled

on amateur fighting by Galileo who had scarted the
Golden Gloves amateur fights for the New Yo r Dali y
News and Chicago T Ibune.and Galileo saud the thought
God might

forgive all his

sins but that one,

Gingrich asked Sheill wkx why become the

patron saint

of a bunch of slug-nutty kids and Sheill told him that
Sheill personally would prefer checkers center 3 but
Sheill wanted to get kl ds cheered who'd never had
a kind word said

for them and checkers wouldn't do

it. Gingrrlch said that eas

for damned certain and

he got so high on Shell that he might have campaigned
for him as Pope.

That didn't hurt Esquire any when

sobs

Catololc glergygien began calling Esiuire dirty,a charge
which is a laugh now as one considers

the magaxines

that have pictures and copy edited by specimens who
seem to think the girls are hlstling the streets for
them, Gingrich

always had taste , He wouldn’t know

how to be a modem pimp edtoror.

The more

I see of it now the more I believe

that the Gingrich

view of the sports sections might

have kept them dunamic and powerful instead of
letting TV
guy

take over and

feature as i - top sports

a funny flannel mouth who

reporters

interrupts competent

ti interview himself and give a cloudy

replay of the late Bill Stern of radi .
Sports writers,intil the inevotable inpleadt
reaction sets in, have been scared
what the score really is.
have

h

away from writing

The racist

bubbleheads

kpe tn the sportswiters from writing

the

comical and conlorful stories about black atheletes
as though the Negro athletes were criminals behind
whose names the identification Negro ,for some shame of
the respectable,should not be printed.
Ralph Cannon came in from the Chicago Dally
News to give Gingrich a hand when the sports copy
and the sports influence on circulation,called for
relief.

Cannon was the calm and competent type

of Glngroch.
maybe ✓
easy.

He was an experienced spots writer and

on the desk than in the dugout or speak -

knew how to make a story authrltative.
With Cannon helping Ginrich

Esquire

one of the

there began in

most interesting and widely quoted
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sports features a ma xlne ever ran...the Esquire
sports poll.

I have been surprised that Sports

Illustrated hasn't picked it up because now there is
no polling of the sports public at a time when sports
are changing from sports to another deal like stock
market operations, septic tank installing and cleaning or
any other entrirely

commercial, venture.

The Esquire sports poll was 1 ucklly timed to
oftncide with the crest of newspaper sports scetion
Influence and writing.

It was
the only Job of

asking the

sports lovin American public for their

opinions,
A national p attem of questInning,covering th
highly literate and the

golfers of boxes in the

grandstand ,on the 50 yard line and in ringside seat,
yacht owners,Forest- Hills and "ijsbl ton patrons and
horse-shoe pitcher*, and the

fellows who dtank beer

In the bleachers with their shorts off.
Rlcjard Finnegan,editor of the Chicago Da lly
rimes, »nd a veteran around Chicago’s newspapers ,helpe<
In devidln‘~ the

Esquire sports questioning area.

Finnegan was so much vetter than any of the Big Name
iOlivers m
looked

forecasting election returns the rest of th<

like the guys who walk home after r.he
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third time the dice go around.
That voting got some of the biggest names
in business, sports,arts, socllety,glvemmment and the
names of guys

you'd never would suspect, could read and

write and furulos answers p-o and con from people in
sports.
Like so many other magaxine fea tures it got
so good and big It became a nuisance Jeeplng us away
from new and more eneertalng Jonb

and it got to

be work,too. ao,naturallu,it was dropped.
I do not know whet has ahe r'ened to alph
Cannon. Maybe you cluld learn from John Carmichael who used
to

be with the news but now 1 so doing publicity work

for the White Sox at Chicago.
Tunis lived in Nap-pies ,Fla.,south of us,
for a while. I haven’t seen him for years.
ney and Hoke

I recall dimly.

I think 1

Dowst and ,Kear
rean across

Hoke a few years ago but don’t recall where.
That Gas Age was a business magazine for the
city gas business.

It was highly successful. My father,

after going brok^ in newspaper business In bedalla.Mo.,
came to Chicago and got a st-rt in business journal ism
with

a tele hone industry magaxine then with oil and

gas field

and

industry magazines and did so well he
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he

retired at 50,went back to his

borthplace in

Indiana and lived like a country gentleman, he
was smarte: than I am. Who isn't/
Good

look t*~ you with your' nans. With

Glnrlch as your sturdy and hero you have a superior
and ere e guy who,maybe,is pnlque as an editor
who brought a magazine thoguh a couple of
changes of Live,
Simcerely.
%

Herb tfraffis
5
Fort Mye

Little Carlos Lane
Beach,Fla. 33931
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A lfre d K azin * 4 4 0 W e st E n d A ven u e • N e w Y o r k C it y • 1 0 0 2 4
3 «ay 72
Der

r Professor Bina—

I'm afraid I ^en't be much help on Exqaise.
I've never written for it, hav^hadjro ~ontaot with any of^he
editors.

Vy

own feeli,'ga, as an occasional reader, have been

un-*dmiring, for alt^ugh they have publisher first-olaee people
over the years, from Scott Fitzgerald to Mailer, they haye always
seemed to toe unduly sensational .

The editorial policy seemed to

me a matter of exploiting and commercialising the fir-^t-rate. Though

c?

I should add that they were nrobably more h nestly literary than
they are now. I can’t stand even looking at it now.
Yours sincerely,

------
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June 7 , 1'»T'
Mr.

Dina:

At f i r s t I did not think I s h o u l d reply to y o u r i . « » r for
X d i d not t h i n k you were s e r i o u s , b u t then T figured that y o u roust be
v e r y y o u n g and since you w e n t to the tro u p b e of m a k i n g a list of <>5
o f m y st o r i e s then p e r h a p s y o u ar« not t r y i n g to play a joke on me.
B e f o r e the year 19V) 1 had p u b l i s h e d five n o v e l s , o n e of w h i c h
is said to h a v e had one m i l l i o n readers.
I had also p u b l i s h e d a v o l u m e
o f ^ c o r P c t e d s t o r i e s . B e s i d e s all this the O ' B r i e n annu a l c o u l l e c t i o n
° f “ t ° r ies u s u a i y i n c l u d e d one of m y stories.
T h e n t o o , I n the O ' B r i e n
c o l l e c t i o n c a l l e d T h e T w e n t y - f i v e F i n e s t S t o r i e s h e ’i n c l u d e d oiWof
m y s tories as w e l l ' a s s t o r i e s of Conrad, Balzac', M a u p a s s e n t , C h e c k o v , e t c .
In the y e a r 1933 I went to H o l l y w o o d to w r i t e an o r i g i n a l picture for
M a r l e n e D i e t r i c h . M a n y of m y e a r l y s t o r i e s w e r e .reprinted abroad.
A l l this is a m a t t e r of rec o r d .
T h e s e f a c t s y o u wo u l d f i n d in a g ood
library.
And so y o u askt " H o w did y o u com e to be i n c l u d e d in the first
i s s u e . . . o f E s q u i r e ? ” Are y o u trying to be insolent?
H o w m u c h did

they

pay me7

No comment.

3.
A r n o l d G i n g r i c h is the mos t b r i l l i a n t m a g a z i n e editor
in America.
He n e v e r r e j e c t e d one of m y sto r i e s and he n e v e r c h a n g e d
a s i ng l e word. F o r Esquire, C o r a n e t * K e n I m u s t have d o n e 100 st o r i e s
f o r him.
^ E s q u i r e pr i n t e d s t o r i e s by S h e r w o o d Anderson, D r e i s e r , A D*s Pasos,
F. S cot F i t z g e r a l d , a n d a l s o sto r i e s fro m S t e p h e n Z w e i g and m a n y o t h e r s
f r o m Europe.
N o m a g a z i n e in the U.S, e v e r had so i m p o s i n g a list. And
I a m proud to h a v e b e e n i n c l u d e d .

5 Y e S j t h i s was l i t e r a t u r e . 1 e n c l o s e a page of q u o t e s of a
b o o k of my s t o r i e s , m a n y o f t h e m from E s q u i r e .
T his tells w hat it
tells. The o t h e r a u t h o r s had s i m i l a r reception.
6 T h a t is n o naence.
T h e r e was no s l i c K fiction in Esquire.
T h a t is stupid.
A n d e r s o n o r D e e i s e r , o r I n e v e r wrote a slic#t f o r m u l a r
m a n u f a c t u r e d story.
T h e s e p e o p l e just do n o t k n o w what a story s h o u l d be
like.
I c a n n o t go into this at p r e s e n t . i t wo u l d take too m a n y pages.
I d i d once do a b o o k on N o v e l t e c h n i q u e ^ b u t not on short stories.
H o w e v e r I d* h a v e some n o t e s on the s t o r y in the fn^ g § g u § ^ i^ g r tgu g li3h e d

of 3i8£iSt}led A11 In SaE-BagWith all

goo d wishes.
S i n c erely,

Manuel

- K - w / Y* ?V

K o m r o fff
f
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April 2;, 197-'
Clarence A. Bina
1*02 State St.
Grand Forks, North Dakota

58201

Meyer Levin
62 West 9 1 st &t.
New York, N.Y. 10024
Dear Mr. Levin:
Thank you fo7 your letter of October 14, 1972, answering my questions about
Esquire for my dissertation, "The Literary Achievement of Esquire, 1975-1941.”
ftemember? At any rate, after being derailed some months, I'm back on the
track. Since you invited me to ask more questions, here they are:
What accounted for John Dos P&ssos's dislike of Gingrich? Was there ever a
.Jane Mason— Ernest Hemingway--Arnold Gingrich triangle?
ilrn Groth, in the
"Backstage with Esquire," is described as a "Communist.
asn't this against^,
Dave Smart’s grain? JGa I right in gathering that GlngricJ was pretty much
his own man when it came to the literary side of Esquiri
Jesse Stuart tells,
me that I ought not overlook Gingrich's "German Amish yack, round" in the
Esquire story. He doesn't elaborate. Could you or isn't his significant
bid the fact that Dave Smart and Manuel Komroff wege friei s account for th
heavy Komroff fare in Esquire?^ If so, does this
that you or Gingrich
✓couldn't reject any of~5Ts yaris? How did Burtoi RAfleoe and Gilbert Selde
come to Esquire? Did you knq / either man? Did
icy ever share any private
views about Esquire? Weren>t they a might
for Smart's consumer
audience ?
Thank

/T* |
Sincerely,

Clarence A. Bina
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Dear

C. , A.

Bin a
In

E^-UIRE
by

the

homemamde
typing
. Girl
and
I t-.pe b a d l y . . .

, under
fact

answer

tC your

thej^pen - name

I had

been

of

an art

l e tter

about

Paul ^ a g g a r d

student

in

my
;

the

time

at

Itcfcpe

about

1 9 2 0 * in E u r o p e

, and

U.

traveled
just

around
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Fizgeraid
my
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can

famous
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paintingd
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and k n o w i n g

lea J k n e w

.

others

, and

and d r a w i n g s

find

t hem

Yale

made

there

, and

when

Hemingway
Dniv

of

then

g

Dos

. boi/gnt

a

in ? a r i s

Possos

lot

and

the n
,

o$-

if you

y e t ^ * ^ a r east,

.

I w a s «, p a i n t e r
C i v i l l/ar

a l o f of p e o p l e j w e r e

, but

I c ane b a c k

in

193 6

I was

, someone

in S p a i n

on E n q u i r e

and

,da;n

s a w the

if I

/ a s k e d me to w r i t e up s o m e <t . 1 w a ^ r y i n g to sell t h e m

know w h o
drawings

, tney w a n t e d

prose

. It s e e m e d

ffemingway

was

their

big

f
Spatnish

war writer

detail

th

of

fighting

the

International

not

as|a

oaid

me

, but

soldier

the m a n

hinsilf

I n ow stlj-'pect
met

the

best

best

really

serves

wa^a

r eal

he w a s

some

each

of

the

stories

the m e n

action
F.quire

the e a r l y {(emingway

of h i s

in w i t h
of

notf

,

printed

stylist

wri$rer|

like

of

, but

Esquire

’f r i e n d s
Crackup

a better

,

home

a kind

booze

he

I needed

when

his g e n e r a t i o n
, and

o nce

t h i n k he

as

was

gourd even

stil.

move

money

' on t.hf C o a s t

me

their
. “

a

fin e

a phony

then

, but

of yes

Atlantic

n& n o

way

Monthy
with

or

they

.dome

read

.

He

. But

w a y ;p i c k e d
tha t w e n t
felt

Scribners

Gingrich

.

never

f o r w o u l d - be

the 4 t u f f
it

man

I had <

been

r uined him

He was, b y the

for writing

writer,

.Fitzgerald

cou l d have

'Its

l ips w h e n

and ’ l e t t i n g E s q u i r e h a v e
in

,and

bad habits

told

. i'hey

.

. I used^o

out

to fill

to 1 . ts of

talked

four

t S2oo

shi t

a bit

my bacon

ha d

the

I respected

who

The

, anc/seen

wrote

intellectuals

his

ade

someone
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May 9, 1972

Mr. Clarence A. Bina
Department of English
University of North Dakcca
Grand Forks 58201

Dear Mr. Bina,
Thank you for your letter.
You seem to be
on to a very i n t e m t i n g facet of the American literary
scene in the 1930's.
I'll try to help you as much as
the limited time at my disposal admits.
I first came to Esguite by sending a couple
of stories of mine over the transom (the publishing
phrase for unsolicited manuscripts) while X was still
a junior at Brooklyn College.
I got an encouraging
letter from Meyer Levin, who, among his other duties
on the magazine, had the job of reading just such
manuscripts.
He wrote me that Esquire would undoubt
edly publish either one or both of the stories.
In
the event, neither of them was published, either by
Esquire or anybody else.
Levin later became my friend and has since
told me that the stories were probably vetoed higher up
by Gingrich.
Levin introduced me to an agent, who I
imagine tried with other of my stories, with no success. I
I see that you have as my first contribution
to Esquire a story galled THE MONUMENT in June 1939.
By that time, I had^iiveral plays on Broadway and had
started to publish stories in the New Yorker.
I had
another agent by then and I imagine that THE MONUMENT
must have been turned down by the New Yorker and was then
sent to Esquire.
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I don't remember exactly what they paid
me, but it was probably somewhere between $ 200 and
% 300. By the time THE EIGHTY-YARD RUN was published,
they may have gone as high as $ 500.
Their prices are,
even now, at least for my work, very low, and I've re
proached the editors, not altogether jokingly, with
putting out what is in effect almost a vanity publica
tion.
Their prices now are of course considerably
higher, but in my opinion still not fair ones in re
spect to the financial success of the magazine.
About Arnold Gingrich - I never worked
actually with him myself on any of my stories for the
magazine, but I have a high opinion of the quality of
the magazine and since his name is up on the masthead,
he must have some credit for it.
Personally, he is an
affable and gracious man whom I like.
If Esquire would
have paid better, I would do more work for them, but
considering that some stories may take as much as six
months labor, it would be suicidal to depend upon the
magazine as a source of income.
The accusation of slickness is of course non
sense, as the list of contributors to the magazine that
you've included in your letter to me immediately proves.
The same accusation has been levelled at the New Yorker
and Playboy, among other publications.
Just a quick
reading of some of the articles and stories in these
magazines is all that is necessary to shoot the charge
down in flames.
The accusation is most often heard from
writers who can't get their work published in these maga
zines.
Anybody who says that THE SNOWS OF KILIMANDJARO,
for example, is slick, deserves to go to the lowest class
of whatever English course is taught in the nearest junior
high school.
Unfortunately, we live in an age in which pro
fessional respect for the written word is considered some
how unworthy.
I'm not among those amateurs who hold this
belief.
Good

luck with your dissertation.
Yours truly,

I
\ ■ ,
Irwin Shaw
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LOUIS ZARA
as c a s t asTH DTKcrr
N tw YORK.

H Y.

lOOl*

August lo, 1972

Mr. Clarence A- Bina
Department of English
The University of North Dakota
Grand Forks, North Dakota,
58201
Dear Mr. B i n a :
Forgive the long delay in replying to your inquiry.
I am now appending a long, rather discursive set of answers I
that, I believe, is a fair assessment of the Esquire situation as I knew it
from 1933 to 1941.
I hope this will be of help.
You may quite me, of course.

Sincerely,

LZ:tlc
Enclosure
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LOUIS ZARA

IS CAST SSTH STRUCT
m w

Y O R K . M. V.

lOOIS

De.tr Hr. Btrui:
How did

I first come to Esquire?

My first story Travail was published by M. L. Mencken in his
American M ercury in 1932.
I was a n e w writer (22 years old) and looking
f'or places to pubjlish my stories.
The appearance of Esquire in Chicago
seemed a godsend.
Hy first piece sent to them (The Leaner), termed then a
" s h o r t - s h o r t w a s immediately accepted.
Unbelievable good luck!
When it
was published I received a check for $ 5 0 . 0 0 . Unbelievable recompense in
those Depression days.
I knew no one, had no agent, knew only to write and
stmi out —
Thereafter I must have sent Esquire quite a few stories.
Generally, they returned with a little slip marked "Thanks" or " C a n ’t use"
or "So what?"
All were signed "M.L." Initials that meant nothing to me.
"So what?"
I found it irritating and, after a while, I stopped submitting
anything at all.
On March 22, 1935, Bobbs-Merrill published my first n o v e l
Blessed Is the M a n . It stirred up an interesting response.
I recall that
it was, as a friend reminded me then, "six weeks on the Best-Seller list
in Chicago."
I was invited to "literary" gatherings, asked to appear at
bookstores and sign books, etc.
Story Magazine in 1934 also published a
story of mine entitled " D o La F a . 0 Story was the "little" magazine that
counted; Esquire was the big magazine which, though it had girl-pictures and
cartoons, was reported t o be a friendly market for writers.
In May, probably, of 1935 I was invited as a guest t o a
literary gathering at t h e Standard Club where Arnold Gingrich was to be the
speaker.
I had never met him.
I had my good suit pressed and attended.
1 recall that A-G- was in tails and wore a big red flower in his buttonhole;
I assumed it was n real carnation.
He spoke o f Esouire and its search for
writers.
S u r p r i s e : he alluded to mo, as author of Blessed Is the Man,
which he praised ,1 pointing out that Esquire had published me first!
Tim' —
so now we had to be introduced.
A-G. was very considerate.
He asked why,
after that first story, I had never contributed another.
1 shrugged and
told
h im about "So what?"
He chuckled.
"M.L. is Meyer Levin."
But that
did not h e l p my wounded feelings.
I told h i m I would submit nothing if all
I could get was "So what?"
He kindly suggested tha t I send stories directly
t o his attention. I
I did p recisely that — returning one after another the
stories that M.L. had returned with "So what?"
A-G. quietly bought t h e m
one after another.
Hurray! ...
Subsequently, I met M.L., discovered he
was an earnest writer and a very decent fellow.
H o w did I meet h i m ? He
wrote me a fan letter, praising the first 186 pp. of Blessed Is the Man as
promising the "great American novel."
The rest of the book he clearly did
not like as much,jbut M.L. and I have been good colleagues these 24 years.

338

Mr. CUironi't' A* lUna
University ef North Dakota

-2~

August

1.0 , 1.972

2.

Esquire paid mo $50 lor my first story, $100 for the second.
The most
I ever received in those days was $150.
later, A -0•, to help me out,
had Esquire send me a monthly check of $150.00 for which subsequent stories
and articles were checked off at $75.00 each.
Sounds very little, but I
was grateful for the help.
Once A * G • told me that when I received $150
I was getting "tops," and even Hemingway got no more.
I was so damned naive
I believed it.
I continued to write my pieces, which appeared in both
Esquire and the early Coronet, until
about 1943. Then, as A.G. t o l 4 me,
David Smart got miffed at me. Why was not clear, but Dave had got miffed
at everyone else, so it was my t u m . T h e handwriting
was on the wall:
I
helped A-C. by offering to withdraw.
He returned the few pieces still
unpublished, although nLready paid for.
A dozen years Later he bought
iumthi'r story nun puiU
for it. That otto remained uupubt i.-*hi*t! and ns
the magazine chango*, A.C. agreed to return it to mo.
Somewhere 1 still
have it.
Once, in the "good days" I had helped out (off the official
record) as A-G-'s final reader on all mss. pre-selected in the house. (That
was after M.L. had left and new editors had been hired.)
Twice a w e e k
bundles of mss. were trundled to my study.
I disregarded the other editorial
notes and m a d e my own recommendations.
I do not recall a n y instance when
A-G. did not support my opinion by buying the fiction and/or article 1
recommended.
I did this w o r k for about a year or more.
Each bundle was
chalked o f f as $75.00 credit on my stipend account.
3.

I regarded A-G. as a ver y astute editor.
He had an appreciation o f the
writer as creator and seldom tampered with any script he bought.
I
recall that h e told me he had altered a few paragraphs in "No More Tro u b l e
for Jedwick," Louis Paul's story, later t o become celebrated, and was
troubled tha t Paul would be upset.
M y own stories h e seldom, if ever,
altered in t h e least.
A.G. was obviously a tep (diplomat in handling Dave
Smart, H emingway and a hos t of other mavericks, but he was always sensitive
and
4.

Tlv Literary ciwitont **f Esquire was generally vary good for its 1 imi*
and as high as A-G. could make it.
I believe that in.* earnest Ly irii.Ml
bo get the best.
His problem was, again this is my belief, Dave Smart.
The
only story I ever had rejected outright by A.G. was T h e Citizner because of
its Jewish content, to which Dave, not A.G., had objected.
It was a 3 ource
o f satisfaction to me, naturally, that this little story, published by Louis
Adamic's Common Ground, has been reprinted over a dozen times and st i l l pops
up in anthologies.
Many o f the Esquire stories were picked for the O'Henry
and O ’Brien collections.
A number that I recommended during ny t our of duty
as Final Reader achieved similar acclaim; A.G. said that Dave, in one of his
"moods," held that against me, i.e., I was picking "literary stuff."
But
in the period of your interest A-G- was, to my knowledge, the final judge,
and was proud of every recognition h e could give to a n e w writer or t o a
fine story.
I ’d say that Gingrich was a top editor.
I wish there were
more like him.
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Mr. Clarence A. Bina
University of North Dakota

-3-

August 16, 1972

5. Esquire's success affected the judgment of its writers in about the way
that Playboy's success blinds its critics to the merits of its contents.
However, Esquire was an open market for new writers in a way that Playboy,
in ray opinion, is not. fnose who read the stories for style and content
were, I believe, greatly impressed. Judging from the reaction I got, many
may have bought the magazine for the cartoons but a surprising number read
it for the "literature" and were gratified.
6. That talk about Esquire being interested in "slick" fiction is, in ny
opinion, an out-and-out canard. A.G* had a certain horror of the
"slick." The proof of the pudding is in the roster: not a single "slick"
writer of name appeared cn it. Perhaps the "slick" writers commanded big
prices, but in time, when Esquire could will have afforded big prices, the
"slick” writers — in those days — were conspicuous in Esquire by their
absence.

IX.
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J O H N

R.

T U N I S

Box 36
Etaex, Connecticut
06426

Agiust 22, 1974

Dear Mr. Bina.»
I went right to the tpp
$50 a STORY .1 swallowed fhacdt andkpp
§?Ke?§?d
Sorry npt to have
been of mor e us to you, belive

wIli&S!SSi8?*In98?*kK6illl$
me,

Always yours,

APPENDIX B
PHOTOCOPIES OF TYPICAL PARTS OF
ESQUIRE MAGAZINE

Copy of an Esquire cover
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Typical page of art reproductions
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n n u m r i.
i‘ h ;u t it- hand
- Uieun tH Hit' pan. :
\ \ , r ...........
touch o f r.-atl'U that may sa v e tl
*•trout luniur olTonsivi
of this sor
i.. :.i.\ angler* who } .<t%* t-oiatc hack f
than
hi*
>*«.•»and the
w il l i... m ore iv * ;ii| for thm
t* ■: i.iu i.f ln«-:»iiiUie f •■'h :nr. T h e man on ?h- i»-fl. who tttwi'l Iru*
tin- l*a> mi to 1!u- trm |o'> f cut it m crn i-'. ;* »*-»r>mr a hr«\>
w . •«11 luiniicr »:t* k «inr with wo ol tro ii'.i*rn of forestry green, Ilea\]
w ool h*.M* am i '..h-d Ittdiait lloo-aMIl % V «;•*•»■ the stout ciinva
bi-.-M ••* W Inch M!p|Htrt hi-* troll •er- 'm i n«"v>lf. tnottee his hat whirl
-t ;t- a ti huor frit o*icV r*»he. Tin* <*!Uetf run
i :•!*•eit ;t> littude.-'

i> wearing a heavy grey tlannrt sdiVt and breeches made of a very
tough Kmrlish miltoh drill that has l*m»n waterproofed to shed
ram: it hns a *m<*«>th. suede-like finish and whih* prartirallj'
’ini(*ati,hie is soft and pliable too. His m<»een*iu hunting
nr» bines. vvstt«*rj>ni»>f ciimnip leather, worn with regulation wool
Ii«ni* rman's Micks. In the background, In the way. isa waterproof
and useel-proof ranger's tent with a screen ventilator in front
an-] a bookless fastener renter opening. The whole thine weighs
alsMit nine pounds. Notice also (he praetieal and enormous Adi run*
dark pack-basket which is carried, (it.nl help him, by the ttmde.
••• *sw •«

7.

•ucaJ

*v f a

.Vtf-f XSri W i.e ><•*>! Art , ,v v 1

men’s outdoor fashions
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So—Von*vo boon invited
for tin* w eekend!

Travrlm*
flai.jol
!,n" l<,1 •T1Vr'** *df
"

’f

'•*’

« m t.

!‘a„.

netfht

« » J *»W»el * ha»f {'!{>»■*al

M

/u

At breakfast and for the early set of ten*
»w — white trouser*. lightweight white
*hoe* with rubber Mite*. eolnrftil hotnes|nm hv***l blazer, white foulard silk scarf.

At the r«itf»na and l*earh —for roehtaU* anil
lunrh :T tie Hi*mnil>lue«|itu?l»y .Huit « ilh rolu rful I*-at It »h«te». Kor swimming—form fitting
knitted tvwHoming trunks and a terry ruW .

(fWr«**m*rshn${lJttM

ttlvr rv,.,jj).| of coll
fehlit .-icht w o o l

"n**l*mp*J

f iHiekrtiighdWith

Bsksvitw and small
\J«x*k, grey fUntrii.i > er». w id e
suivle belt *nd brown

and « ksj»■ Nnrvve«iau mndti gotf shoes

d •• i.t>;*•breast
Honwa

suit of

liu h ia n cM tm p je a l
b row u am i

«4V.

white *&.*•-.. white
burn

hid.

India

Meifa-InAvtieand
straw hat.

l o r (fininc and «ian»»«Jt - b*bt weight mitt night bine silk dinner
j.n ket w tth sat m -haw I ^
p d lar, (latent h-alber
M.i! sdk shirt.

Ifluik satin (in's? fie

F:

8.

Tv?fcal sketch of prevailing so eial attire for men

APPENDIX C

TABLES OF YEARLY MAGAZINE AVERAGES FROM
O'BRIEN’S THE BEST SHORT STORIES
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M A G A Z IN E AVERAGES

Ja n u a r y

1

to

D ecember

31

,1 9 3 3

T he fo llo w in g table in clu des the averages o f d istin ctive stories in tw enty-eight
A m erica n p erio d ica ls. O ne, two, an d three asterisks arc em ployed to in d ica te
relative d istin c tio n . 'T h re e-a ste risk sto rie s’ are considered w orth rep rin tin g i n
book fo rm . T lic list excludes rep rin ts.

No. or

No. or
P eriodicals

D

S t o r ie s

S t o r ie s
P ub-

P

u b l is h e d

♦*

*

* *

XI

O

6
0

62
SO
0

IO

4

88
83
13

X

59

33

6

14

I

I

s

0
8

0
2

O
I
O

IS
4

9

s
O
6
XI

American Mcrcu y ............... .
Atlantic M oniH v...................
Canadian >ia. tuine.............
Catholic Worl ! ......................
Collier's Weekly......................
Cosmopolitan.........................
Delineator.................................
Forum ........................................
Frontier and Midland.........
Good Housekeeping (NT.V.).
Harper's Ba/.aar (N .Y .)___
Harper’s Magazine................
Mad can's Magazine...............
Midi? rid....................................
New Talent.............................

34
34
S3
17
247
90
51

North American Review .. .,
Out lander..................................
Paganv.......... ............................
Pictorial Review.....................
Prairie Schooner....................
Saturday Evening P o s t .. . .
Scribner’s Magazine..............
Story...........................................
Tanager. ...................................
Vanity F air............................. .
Windsor Quarterly...............
Woman's Home Companion*1

16

35

22

IO

10

9
9
14

3

1033.............

58
50
32
102

12
27
13

42
14
317

31
73
14
22

29
54

*

* **

*

12
17

P ercentage
o r D is t in c t iv e
S t o r ie s
P u b l is h e d

is t in c t iv e

30

20
7

17

12
33

25
9
11

21
12

4

I

IO
18
0

0
X

0

7

3

s

4

O
I

is

9

4

36

0

1
9
4

46
78
9

92
IS
38
94

O

58
O

30
56
39

3S
O

17
39
O

12
34
O

25
O
8

63
90
2X

30
2

19
9
20
2

IOO

64

43

3

37

2

I

84

58

39

18

12

6l

8

37

3

14
23

8
12

2
2
8
X

3

7

4

0
67
S3
2
20
56

32

3
3
2
I
6

26
72

7

6
19
10
100
83

♦ *

99

57
64

84

SI

21

14

70

36
41

38

13

6

2

9

T h e f o il o w n g tables in d ica te the ra n k by n um ber a n d percentage , o f d istin ctive
short stories p u blish ed , o f sixteen p erio d icals com ing w ith in the scope o f tny exam 
in atio n w h ich have pu blish ed a n average o f 5 0 p er cent or m ore o f d istin ctive stories.
T h e lists exclu de rep rin ts, but not translations.

B y Percentage
1 . P r a ir ie S c h o o n e r
.
2. F o r u m
.
.
.
.

3- Story
4.
5.
6.
7.

. . . .

N o r t h A m e r ic a n R e v ie w
M id la n d
.
.
.
.
P ak ran v
.
.
.
.
A m e r ic a n M e r c u r y
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M A G A Z IN E AVERAGES
.V.’.S
8.
9.
xo.
11.
12 .
13 .
14 .
15 .
16 .

S c r i b n e r 's M a g a z i n e
A t la n t i c M o n t h l y
F r o n t ie r a n d M i d l a n d
W in d s o r Q u a r t e r l y
H a r p e r ’s M a g a z i n e
V a n ity F a ir
O u t la n d e r
C a t h o lic W o r ld
Tanager
.

•V
•v;
a2' ;
7 <1
*■ V

.
<>T
50 '<■
S 7'/o

By
1.
2.
3.
4.
5.
6.
7.
8.
9.
10 .
11.
12 .
13 .
14 .
15 .
16 .

N umber

S to ry
A m e r ic a n M e r c u r y
S c r i b n e r 's M a g a z i n e
H a r p e r ’s M a g a z i n e
W in d s o r Q u a r t e r l y
O u t la n d e r
A t la n t i c M o n t h l y
N o rth A m e ric a n R e v ie w
F r o n t ie r a n d M i d l a n d
P r a ir ie S c h o o n e r
V a n it y F a ir
F o ru m
.
M id la n d
C a t h o lic W o r ld .
Pagany .
Tanager

72
30
26

’5
*.5
22
20

1

15

'4
14
I2

II

10
(1
8

T h e fo llo w in g p e rio d ic a ls have p u b lish e d d u rin g the same pc riod seven or more
s to rie s .' T h e list cx cliu les rep rin ts, but not translatio ns.

1two-asterisk
1.
2.
3.
4.
5.
6.
7.
8.

S to ry
A m e r ic a n M e r c u r y
S c r ib n e r 's M a g a z i n e
H a r p e r ’s M a g a z i n e
W in d s o r Q u a r t e r l y
A t la n t i c M o n t h l y
O u t la n d e r
H a r p e r 's B a z a a r
.

21

tS
18
12
12
10
10

T h e fo llo w in g p e rio d ic a ls h ave p u b lish e d d u rin g the s^ J * ? j * J our ° r m 'r i
T h e lis t exclu d es rep rin ts, but not translations.

* three-asterisk s to rie s .’
1.
2.
3.
45.
6.
78.
9-

37

S to ry
S c r i b n e r ’s M a g a z i n e
A m e r ic a n M e r c u r y
H a r p e r 's M a g a z i n e
W in d s o r Q u a r t e r l y
P r a ir ie S c h o o n e r .
A t la n t i c M o n t h l y
H a r p e r ’s B a z a a r .
F r o n t ie r a n d M i d l a n d

T ie s in the
account

a b o .e

12

11
11

S
0

o
0

5
lists

kanbeen

d ecid ed b y

li
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MAGAZINE

AVERAGES

Ja n u a r y i to D ecember 3 1 , 1 9 3 4
T h e fo llo w in g t a b le in c lu d e s t h e a v e r a g e s o f d i s t i n c t i v e s t o r ie s in t w e n t y - s e v e n A m e r 
ic a n p e r io d ic a ls . O n e , t w o , a n d th re e a s t e r is k s a re e m p lo y e d t o in d ic a t e r e la t i v e d is t in c 
tio n . ‘ T h r e e a s t e r is k s t o r i e s ’ a r e c o n s id e r e d w o r th r e p r in t in g in b o o k fo rm . T h e list
e x c lu d e s r e p r in t s . F ig u r e s in c o lu m n s t h r e e a n d s ix r e p r e s e n t s t o r ie s w it h o n e o r m ore
a s t e r is k s : fig u r e s in c o lu m n s fo u r a n d s e v e n s t o r ie s w it h t w o o r m o re a s t e r is k s .

P eriodicals

Number
of Stories
Published

American Mercury............................
Atlantic Monthly..............................
Catholic VYorl d ..................................
Collier's Weekly................................
Cosmopolitan
Country Gentleman..........................

**

***

*

**

21
24
21
24S

21

17

II
IO
O
3

IOO
92
33
6

81
83
O
2

36

7
IO
xo
72
X4

O
O
I

19

O

24
149
16
30
64
27
26
A3

Frontier and Midland......................
Harper’s Bazaar (New York).........
Harper’s Magazine...........................
l.iterarv America..............................
Magazine. . .
Manuscript .
North American Review..................

5.6

14

20
O
5

22

7

l6

O

23

42
48

2

88

11
id

3
IO

11

6

4
17

6

83
44
67
35

13
7

3
4

4

2

15
17

5
13

84
17
7
O
I

55
7
3
O
O

8

35
2d

iS

9
2

5
39

\

34
22

I

27

Prairie Schooner...............................
Saturday Evening Post....................
Scribner's Magazine.........................

13
220

24
I2

I 12
39
25
56
13

M o rv .............

\ anitv l air
\\ intKor Qua tcrlv............................
U oman s Home Companion............
Sear Magazine..................................

Percentage of
Distinctive Stories
Published

#

49

Dubuque Dia ........................................
Esquire.........

Number of
Distinctive Stories
Published

II
53
21

no
27
id
6
5

3

70

61

86

89
85
24
88

83
98
69
72

II
38

21

* * il’
52
42

O
I
O
4

26

15

37

IO
l6

41
15
52
23
50

22
4

23

31
7

71
25
75
44

28
O
7

iS
6

29
33
15
2
54

49
18
12
0
0

T h e fo llo w in g t a b le s in d ic a t e th e r a n k b y n u m b e r a n d p e r c e n t a g e , o f d is t in c t iv e sh o rt
s t o r ie s p u b lis h e d , o f fift e e n p e r io d ic a ls c o m in g w it h in t h e s c o p e o f m y e x a m in a t io n w h ich
h a v e p u b lish e s ! a n a v e r a g e o f 5 0 p e r c e n t o r m o re o f d i s t i n c t i v e s t o r ie s . T h e lis t ex c lu d e
r e p r in t s , b u t n o t t r a n s la t io n s .

B y P ercentage
I. American Mercury.
2. Story ...............
8- Atlantic Monthly .
4 Plowshare............
5 • Scribner':! Magazine
G. Forum...............
7 • North American Review
<S. Prairie Schooner

. 10 0 %
• 98%
■ 92%
• 89%

.
.
.

88%
88%
86%
85%

9.
10 .
11.
12 .
13 .
14 .

15.

F r o n t ie r a n d M id la n d .
S p a c e ................................................
W in d s o r Q u a r t e r ly
T h e M a g a z in e .
V a n i t y F’a i r
.
.
.
.
H a r p e r ’s M a g a z in e
M a n u s c r ip t
.
.
.
.

. 83
- 83
.t~i
. 7 <>
. f>9
• 6“
. PI
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M A G A ZIN E AVERAGES

369

B y N umber
x. S t o r y ................. no
2. Manuscript.............. 34
j, Vanity Fair............... 27
4. Frontier and Midland . . .
25
5. 1’lowshare.......... 24
6. Magazine............... 23
7. Atlantic Monthly
. . . . 22
8. American Mercury . . . . 2X

9. Scribner's Magazine.
. .
10.Windsor Quarterly . . .
n. Harper's Magazine . . .
xa.F o r u m ................
13.North American Review. .
14.Prairie Schooner
. . .
15.S p a c e ................

.21
.18
• 18
14

. 12
.11
10

The following periodicals have published during the same period seven or more ‘twoasterisk stories.' The list excludes reprints, but not translations.
1. Story............... 84
10.New Yorker............. 15
2. Esquire .
39
11.Saturday Evening Post . . .15
3. Atlantic Monthly.......20
12.Manuscript............. 13
4. Harper's Bazaar (New York) . . 18
13.Harper's Magazine . . . .11
3. Scribner's Magazine . . . . 17
14.Frontier and Midland
. . .11
6. American Mercury
. . . . 17
15.F o r u m .................8
7. Plowshare............ 17
16.North American Review
. . 7
8. Vanity F’air ............... 17
17.Windsor Quarterly . . . .
7
9. The Magazine......... 17
The following periodicals have published during the same period four or more ‘threeasterisk stories.’ The listexcludes reprints, but not translations.
1. Story............... S5
8. Vanity Fair.............. 7
2. Esquire............ 22
9. New Yorker..............7
3. Scribner's Magazine . . . . 13
10.The Magazine........... 6
4. American Mercury
. . .
.11it.
Harper's Magazine . . . . 6
5. Atlantic Monthly .
. _ . ..10 12.Saturday Evening Post
. 5
6. Harper's Bazaar (New York) . .10
13. North American Review
. . 4
7. Plowshare.............. 9
T ie s in th e a b o v e lists h av e been d e c id e d b y ta k in g relative ran k in o th e r lists in to
accou n t.
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MAGAZINE AVERAGES
January i to D ecember 31, 1935
T h e fo llow in g tab le in clu d es the a v e r a g e s o f d istin c tiv e s to rie s in nineteen A m erican
periodicals. One, tw o, an d th ree a ste risk s a re em p lo yed to in d ic a te re la tiv e distin ctio n .
'Throe-asterisk s to rie s ’ a re con sidered w o rth re p rin tin g in b ook fo rm . T h e list exclu des
reprints, figures m co lu m n s three and six rep resen t sto rie s w ith one o r m ore a ste risk s:
figures in columns four a n d seven sto rie s w ith tw o o r m ore a ste risk s.

P eriodicals

American Mercury......

Anvil .............................................
Atlantic M onthly.......................

*

32

31

3‘
22

to

Collier's Weekly........
Cosmopolitan.........

269

Ks<|uire..........................................

157
32
55

frontier and Midland....
Harper’s Bazaar (New York).
Harper's Magazine......
Manuscript.._.........
Pictorial Review........
Prairie Schooner........
Red Book Magazine.....
Saturday Evening Post...
Scribner’s Magazine.....
Story...............
Vanity Fair...........
Windsor Quarterly......
Woman's Home Companion..

Number of
Distinctive Stories
Published

Number
of Stories
Published

10
18
23

120

86
24

27

23
68

18

56
24

IS

30
18

02
231

33
ro 2

**

**+

*

**

***

25
0
14
3
6

17
2

07
6l
86
7

78
20
64

S3

I

I

10

37
15
13
13
10
0

15

5
24
47

6
3
2
6
7

8

I

7

21
30
31

0

4

7
5
34
66

12

36
0
7

18

96

54
17
54

Percentage of
Distinctive Stories
Published

6
2

5
2

41

8

5
O

55
75
40
78
43
27
75
33
17
04
00

24

7
27

2

zo
10
13

57

35
z

l6
38
8
2

13
17

73

36
41
15
20

IS

66

67

33

S3
13

35

4

5

I

O

T h e fo llo w in g tab les in d ic a te the ran k , b y n u m b er a n d p e rc e n ta g e o f d is tin c tiv e short
stories p u b lish ed , of eleven p erio d ic als co m in g w ith in the sc o p e o f m y e x a m in a tio n w hich
h ave p u b lish ed an a v e ra g e o f 5 0 p er cen t o r m o re o f d is tin c tiv e sto ries. T h e lis t exclu d es
rep rin ts, b u t n o t tran slatio n s.

B y Percentage
1.
2.
3.
4.
5.
6.

A m e ric a n M e rc u ry
S to r y . . . .
S c rib n e r’s M a g azin e
A tla n tic M o n th ly .
H a rp e r’ s M agazin e
F ro n tie r an d M id la n d

97%

90 o
9 4 '0

86fi
78%

7.
8.
9.
10 .
11.

P r a ir ie S c h o o n e r .
V a n it y F a ir
A n v il .
E s q u ire
W in d so r Q u a r te r ly

. 75%
. 67%
. 6 1%

75%

B y N umber
1 . S to r y
2. K.squire .
3 . V a n ity F a ir .

4. American Mercury
5. Scribner's Magazine
6

. Frontier and .Midland

. 86
• 36
• 3i
• 3i
. 24

7 . A t la n tic M o n th ly
8 . A n v i l .............................................
9 . H a r p e r ’s M a g a z in e .
1 0 . P r a ir ie S c h o o n e r . . . .
1 1 . W in d so r Q u a r te r ly . . .

.
.
.
.
.

19
19
18
iS
9

356

MAGAZINE AVERAGES
T h e fo llo w in g p e r io d ic a ls h a v e p u b lis h e d d u r in g th e s a m e p e r io d
a s t e r is k s t o r i e s .’ T h e lis t e x c lu d e s r e p r in t s , b u t n o t t r a n s la t io n s .
I.
2.
3.
4.
5.
6.
7.
8.
9.

S to ry
.
.
.
.
E s q u ire .
.
.
.
A m e r i c a n Mercury .
S c r i b n e r ’s M a g a z in e .
N ew Y o rk e r .
V a n it y F a i r .
F r o n t i e r a n d M id la n d
A t la n tic M o n th ly
Harper’s M a g a z in e .

•
•
.
.
.
•

37
25
24
20
18

15

. 14
•

13

10 .
11.
12 .
13 .
14 .
15 .
16 .
17 .
18 .

389
seven or more 'two-

H a r p e r ’s Bazaar ( N e w Y o r k ) .
M a n u s c r ip t .
a
•
P r a ir ie S c h o o n e r .
¥
a
A n v il
.
.
.
.
P ic to ria l R e v ie w .
N ew M asse s .
a
a
R e d B o o k M a g a z in e .
a
F o ru m
.
So u th e rn R e v ie w .
.

13
• 10
a

®

9
9
9
9
7
7
7

T h e f o llo w in g p e r i o d ic a ls h a v e p u b lis h e d d u r in g t h e s a m e p e r io d fo u r o r m o r e ‘ th r e e a s t e r is k s t o r i e s .’ T h e lis t e x c lu d e s r e p r in t s , b u t n o t t r a n s la t io n s .
1.
2.
3.
4.

S to ry
.
.
.
.
A m e ric a n M e r c u r y
.
E s q u ire .
.
.
.
S c r i b n e r ’s M a g a z in e .
5.
H a r p e r ’ s M a g a z in e
.
6. V a n i t y F a i r .
7. N ew Y o rk er .
8 . H a r p e r ’s B a z a a r ( N e w Y o r k )
9 . P ic to ria l R e v ie w .
•

• 17

.

12
8
8
8

•

7

.

7

.
.
.

10 .
11.
12 .
13 .
14 .
15 .

A t la n t i c M o n t h l y
F r o n t ie r a n d M id la n d
S o u th e r n R e v i e w
W in d s o r Q u a r t e r ly
R e d B o o k M a g a z in e .
D ir e c t io n
1 6 . P r a ir ie S c h o o n e r .
1 7 . Y a le R e v ie w .
1 8 . H a ir e n ik .
.
.
.

•

.
•

.
•

6
6
6

,
a

a

a

.

a

a

a

a

a

a

a

a

a

a

a

a

a

a

.

5
5
5
4
4
4

Ties in the above lists have been decided by taking relative rank in other lists into
account.
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MAGAZINE AVERAGES
J anuary

i to

D ecembfr 31, 1936

The following table includes the averages of distinctive stories in twenty American
periodicals. One, two, and three asterisks are employed to indicate relative distinction
•|Tree-asterisk stones are considered worth rcpnnting in book form. The listexcludes
reprints. Figures ip columns three and six represent stories with one or more asterisks:
lienres in columns four and seven, stones with two or more asterisks: figures in columns
liveand eight, stories with three asterisks.
P eiio d ic a ls

American Magazine..................
American Mercury....................
American Prefaces.....................
Atlantic Monthly......................
Cosmopolitan..............................
Esquire..........................................
Frontier and Midland..............
Harper’s Bazaar (New Y o rk ).
Harper’s Magazine....................
Literary America.......................
M an u scrip t...................................

New Writers................................
Partisan Review........................
Pictorial Review.........................
Prairie Schooner.........................
Red Book Magazine.................
Saturday Evening Post...........
Scribner’s Magazine..................
Southern Review.......................
S to ry ..........................................

Number
of Stories
Published
57

15
24
17
58
155

Number of
Distinctive Stories
Published
*

**

***

8

0

O

13

9
14

7
4

13
4

2

22

21

17
5
75
23
15
16

33

XX

29

48
56
26
xo
66
20

QO

331
46

16
55

8

30
9

x6
3

IX
X2

3

2

5
x

12

O

0

5
x6
6

3

I

7

8
34
35

l6
89

4

3

2

3

3
24

15

6S

x

2
1
2
2

xo
9
36

Percentage of
Distinctive Stories
Published
*

**

***

8

0
60

47

87
92
IOO
9
50
70

40
76
33

21

58
76
4
19
31

6
24

6
0
12

9

4

80

XO

2.1

20

IO O

17

47
2
xo

57

35
80
35
9
IS
76

0

10

3
I

53
94

65

3

O
4
5

3
5

2
1
22
S6
36

The following tables indicate the rank, by number and percentage of distinctive short
stories published, of ten periodicals coming within the scope of my examination which
have published an average of 50 per cent or more of distinctive stories. The listexcludes
reprints, but not translations.

B y P ercentage
1. Atlantic Monthly.......... 100%
2. Southern Review......... 100%
3 - American Prefaces.... .
92%
4 -IStory.................
89%
5 - American Mercury ......
87%

6. Partisan Review.......... do;p
7. Frontier and Midland...... 79 c
8. Scribner’s Magazine....... 7 6 'r
9. Harper’s Magazine........ 7 6 (c

10. Esquire............................... 5°

B y N umber
t. Story ..........
2- Esquire.........
3 - Scribner's Magazine .
4 - Frontier and Midland
5 -American Prefaces...

89
70
35

23
22

6. Atlantic Monthly .
7. Southern Review..
8. Partisan Review ..
9.
Harper’sMagazine
10.
AmericanMercury

17
16

id
tfi
13

,0
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T h e fo llo w in g p e r io d ic a ls h a v e p u b lis h e d d u r in g t h e s a m e p e r io d s e v e n o r m o r e ‘ tw o
b ris k ’ s t o r ie s . T h e lis t e x c lu d e s r e p r in t s , b u t n o t t r a n s l a t io n s .

Story ............... 1.....65
hsquire...
30
Scribner's M a a x m e
24
S o u t h e r n R e v i e w .......................................
A m e r i c a n P r e f a c e s ....................................
A t l a n t i c M o n t h l y .....................

15
14
13

7- N e w Y o r k e r ................................................. 1 3

8.

H a r p e r 's M a g a z i n e .................................

9- I l a r i r e r ’ s B a z a a r ( N e w Y o r k ) . . . .
1 0 . H a i r e n i k .........................................................
1 1 . A m e r ic a n M e r c u r y ....................................
1 2 . F r o n t ie r a n d M i d l a n d ..............................

12
11
10
0
0

T h e fo llo w in g p e r io d ic a ls h a v e p u b lis h e d d u r in g th e s a m e p e r i o d fo u r o r m o r e ‘ threea s t e r is k s t o r i e s .’ T h e lis t e x c lu d e s r e p r in t s , b u t n o t t r a n s l a t io n s .

0 . A m e r ic a n M e r c u r y
7 . H a r p e r ’ s M a g a z in e
8 . A m e r ic a n P r e f a c e s .
9 . N e w Y o r k e r ..............

LO «w-T

t . S t o r y ....................................................................3 6
2 . K s q u i r e ................................................................ 1 6
3 . S c r i b n e r ’ s M a g a z i n e ............................... t o
4 . S o u t h e r n R e v i e w ....................................... 9
S
A t l a n t i c M o n t h l y . ................................
8

T i e s in t h e a b o v e li s t s h a v e b e e n d e c id e d b y t a k i n g r e l a t i v e r a n k in o t h e r l i s t s in to
a c c o u n t.
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MAGAZINE AVERAGES
J anuary

i to

D ecem ber

3 1 , 1937

The following table includes the averages of distinctive stories in fourteen American
periodicals. One, two, and three asterisks are employed to indicate relative distinction.
‘ Three-asterisk stories’ are considered worth reprinting in book form. The list excludes
reprints. Figures in columns three and six represent stories with one or more asterisks:
figures in columns iour ,:.nd seven, stories with two or more asterisks: figures in columns
five and eight, stories with three asterisks.

Numiicr
of Stories
Published

P eriodicals

American Mercury............................
American Profiteer..............................
Atlantic Monthly..............................

II

$

2

Esquire.................................................
Krontie- and Midland.
...........
Harper’s Bazaar (New York).............
Harper’s Magazine..............................
Prairie Schooner................................
Red Book Magazine............................
Saturday Evening Post....................
Scribner’? Magazine..........................
Southern Review...............................
Story..................................................

IQ
46
:o
*5

95
? .4

:i
u
Si

Number of
Dis inctivv Stories
Published
*

**

***

8
20

3
9
8

I

84
10
23
15

48

ig

15
20

41
20
1i
73

5

12

to

5
5

27

I
8
4

4

I

7

5

II
U

8
50

0

8
4

M

Percentage of
Distinctive Stories
Published
*

**

***

73
71

27

9
IZ
is
0
18

Ob
$
ss
so
50
75
57

20
i«
71
91
00

52

40
52
25

26
50
a?

7

5
32
57
73

5

17

20

4
3
O
20

43
40

The following tables indicate th-.- rank, by number and percentage of distinctive short
stories published, of eleven periodicals coming within the range of my examination which
have published an average of 50 per cent or more of distinctive stories. The list excludes
reprints, but not translations.

B y Percentage
x.
2.
34.
5.
6.

Atlantic M onthly................ ......... 95 "
Southern R eview ................
Story...................................... ........ ‘ >o' C
Harper’s M agazine............. ............... 1 C
American M ercury............. ......... 73l 0
Scribner’s M agazine........... ......... 7 1 ' c

By X
1 . Esquire............................................
84
2. Story"................................................ • 73
3 - Scribner’s Magazine...................... •• *’9
4- Harper’s Bazaar (New Y ork ). . . ■ 23
5 - American Prefaces......................... . . 20
6. Atlantic M onthly..........................
19

7 - American Prefaces.................... . 71%
8 . Prairie Schooner........................ • 57 %

9. Esquire........................................

10. Harper's Bazaar (New \ork) . . 50%
II. Frontier and M idland.............. ■ 5%

umber

7 - Harper’s M agazine.......................... 15
8. Southern R eview ............................. >3
0.
13

10. Frontier and M idland..................... 10
II. American M ercury.......................... 8

360
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8. A m e ric a n P r e f a c e s ..
9. A tla n tic M o n t h l y .. .
10 . S o u th e rn R e v ie w . . .
1 1 . M a i r e n i k .............................
1 2 . Y a l e R e v i e w ..................
13 . R e d B o o k M a g a z in e .

T h e f o l l o w i n g p e r i o d i c a l s h a v e p u b l i s h e d d u r i n g t h e s a m e p e r i o d f o u r o r m o r e ‘ thre^
a s t e r i s k ’ s t o r ie s . T h e lis t e x c lu d e s r e p r in t s , b u t n o t tr a n s la tio n s .
S t o r y ............... ........................................................... 3 2
E s q u i r e ..................................................................... 2 7
N e w Y o r k e r . ............................................
0
S c r i b n e r ' s M a g a z i n e ....................................
8

5 . H a r p e r ’ s B a z a a r ( X e w Y o r k ) .............
6 . S o u t h e r n R e v i e w ............................................
7. Y a l e R e v i e w .......................................................
8 . H a r p e r 's M a g a z i n e .......................................

?

S t o r y ........................................................................... 5Q
E s q u i r e ............................................................................ )S
N e w Y o r k e r ......................................................... 2 0
S c r i b n e r ' s M a g a z i n e .................................... 1 3
H a r p e r ’s B a z a a r ( N e w Y o r k ) ............. 1 2
H a r p e r ’s M a g a z i n e ....................................... 1 0
S a t u r d a y E v e n i n g P o s t ............................ 1 0

cooooeoo

1.
2.
3.
4.
5.
6.
7.

vi^oeaoso

T h e fo llo w in g p e r io d ic a ls h a v e p u b lis h e d d u r in g th e sa m e p e r io d s e v e n o r m o r e ‘ tw o a s t e r i s k ’ s t o r ie s . T h e lis t e x c lu d e s r e p r in t s , b u t n o t t r a n s la t io n s .

T i e s i n t h e a b o v e l i s t s h a v e b e e n d e c i d e d b y t a k i n g r e l a t i v e r a n k in o t h e r l i s t s i n t o a c 
c o u n t.

361

M A G AZIN E AVERAGES
J anuary

i to

D e c e m b e r 3 1 , 1939

The following table includes the averages of distinctive stories in twelve American peri
odicals. One, two, and three asterisks are employed to indicate relative distinction. ‘Threeasterisk stories' are considered worth reprinting in book form. The list excludes reprints.
Figures in columns three and six represent stories with one or more asterisks: figures in col
umns fyur and seven, stories with two or more asterisks: figures in columns five and eight,
stories kith three asterisks.

P eriodicals

Number of

American Prefaces................

Atlantic Monthly...................
Cosmopolitan............................
Esquire....................................
Harper’s Bazaar (New York):
Harper’s Magazine (except j
December)............................ j
Household Magazine..........
New Anvil................................
Prairie Schooner......................
Saturday Evening Post.........
Southern Review....................
Story..........................................

Percentage of
Distinctive Stories
Published

Distinctive Stories
Published

Number
o f Stories
Published

•

••

27
-5

23
iS

12

loy

i*5
49

14
7

»7
3*
31
19
jab
9
54

!

■3

3

13

8

74
35

31

0
3

20

2V

19

9
5
9

7

8

1

7
7

l
7

24
14

3»
0

44

31

•

«•

8S
72

48

12

7

ba
70

58

39
3
17
38

53

41

29

3

-

80
22
77
74
14
IOO
8l

2

I

20

—

as
27

16

42
3

II

0

s

78

I
78

50

37

The following tables indicate the rank, by number and percentage of distinctive short
stories published, of nine periodicals coming within the range of my examination which have
published an average of 50 per cent or more of distinctive stories. The listexcludes reprints,
but not translations.

B y P ercentage
1 . Southern Review ...... .... 100%
2 . Harper’s Magazine...... .... 89%
3 - American Prefaces.......
4 - Story .................
__
5 - N e w Anvil....

....
....

8S%
81%

....

77%

6. Prairie Schooner.............

• 74 %
7- Atlantic Monthlv............ . 72%
8. Harper’s Bazaar (New York) ... 70%
9 - Esquire....................

B y N um ber

1. Esquife................... 74
2. Story .................... 44
3. Harper’s Bazaar(New "i»rk) ...... 35
4. New Anvil................................................24
5 - American

Prefaces............

23

6. Atlantic Monthly............ 18
7 - Harper’s Magazine........... 14
8. Prairie Schooner............. 14
9. Southern Review............. 9

The following perioditak have published during the same period seven or more ‘twoasterisk’stories. T he list excludes reprints, but not translations.
Story ..............
32 8. Harper’s Magazine........... 9
Esquire
31 9 - New Anvil................. <;
Harper's Bazaar (New York).
20 10. Prairie Schooner............. 8
New Y orker...........................
28 11. Cosmopolitan...............
8
5. llairehik Weekly...
........ 16 la. Southern Review............
7
fj. AnuTUhui Prefaces
..... 13 13- Saturday Evening Post........ 7
7. Atlantic Monthly . .
The fnjlowiiig perindi .ih have published
asterisk Uuric.s. Thcli- 1 excludes reprints b
1. Storv.......................
2. Esq.:irk
.2 0
3. i larjK-r's I'.a/.aur <Nnx \ .ill.1
,59
4. Atlantic Monthly .
...... 9

S• New Yorker................
0. Southern Review.............
7 - Harper’s Magazine
....
8. Haireuik Weekly.............

9
7
7
4
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